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“... Cantelli has a verve and vivacity 
of temperament which comes out as a kind of 
intoxicating quality in his performances. This is so whatever 
he plays... He is always exciting...” Music and Musicians. 


conducting the Philharmonia Orchestra 
’ Pal a i Lk 0 ee es se Ae De De Siegfried Idyll — Wagner 


Romeo and Juliet, Fantasy Overture 
Tchaikovsky ALP 1086 


Symphony No. 6 (‘Pathétique’)— Tchaikovsky ALP 1042 
conducting the S77 Symphony No. 4 in D Minor — Schumann BLP 1044 
PHILHARMONIA ‘ 
ORCHESTRA a Symphony No. 1 in C Minor — Brahms avp 1152 
fy i a ’ La Mer — Debussy 


LIL HE 


qos , Le Martyre de Saint Sébastien 
SYMPHONY Ne. ¢ (Fragments Symphoniques) — Debussy ALP 1228 


in D minor, 


conducting the La Scala Orchestra, Milan 
Symphony No. 5 in E Minor — Tchaikovsky 
“HIS MASTER'S VOICE oe 
conducting the N.B.C. Symphony Orchestra 


Symphony, Mathis der Maler — Hindemith BP 1010 
Symphony in D Minor — Franck Awp 1219 











“HIS MASTER'S 


“HIS. MASTER'S VOICE” 
































334 R.P.M. RECORDS 


THE GRAMOPHONE COMPANY LTD. (RECORD DIVISION) - 8-11 GREAT CASTLE STREET - LONDON + W.1 











Supplement 1 





ROYAL ALBERT HALL 


WPSPSED” emnnsevones 5 Morven 







THE Bae PRESENTS 


lies Senay een 
NEKNAbEe © @Oxcrars 
SATURD 





Seple 


x 
® Scprne, Sk ARON 





San * 
BE parce Strtence 























wasve “> apaccsnine? 


TAVM LUAHTY ng 














cert 


The GRAMOPHONE 









j. S. BACH 


Double Concerto in D Minor 

Menuhin and De Vito/ Philharmonia Orchestra 
Bernard. BLP 1046 
Violin Concerto No. 2 in E 

Heifetz/Los Angeles Philharmonic Orchestra 


Wallenstein. BLP 1070 
BEETHOVEN 

Symphony No. 3 in E Flat (Eroica) 
Toscanini!N.B.C. Symphony Orch. ALP 1008 


Furtwangler| Vienna Philharmonic Orchestra. 
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Symphony No. 4, in B Flat 

Symphony No. 2, in D 


Toscanini/N.B.C. Symphony Orch. ALP 1145 
Symphony No. 5 in C Minor 

Symphony No. 8 in F 

Toscanini/N.B.C. Symphony Orch. ALP 1108 
Symphony No. 6 in F (Pastoral) 
Toscanini|N.B.C. Symphony Orch. ALP 1129 


Furtwangler| Vienna Philharmonic Orchestra. 
ALP 1041 
Symphony No. 7 in A 
Toscanini/N.B.C. Symphony Orch. ALP 1119 
Symphony No. 9 in D Minor (Choral) 
Symphony No. 1 in C 
Toscanini/N.B.C. Symphony Orchestra. 
ALP 1039-40 
Pianoforte Concerto No. 2 in B Flat 
Solomon; Philharmonia Orchestra/Cluytens. 
BLP 1024 
Pianoforte Concerto No. 3 in C Minor 
Fischer/ Philharmonia Orchestra. BLP 1063 
Pianoforte Concerto No. 4 in G 
Solomon! Philharmonia Orchestra/Cluytens. 
BLP 1036 
Pianoforte Concerto No. 5in E Flat (Emperor) 
Fischer! Philharmonia Orchestra/Furtwdangler. 
ALP 1051 
Violin Concerto in D 
Menuhin| Philharmonia Orchestra/Furtwangler. 
ALP 1100 


Overture, Egmont 

Toscanini'N.B.C. Symphony Orch. ALP 1235 
Overtures: Leonora No. 3; Coriolan; 
Prometheus 

Malko/ Philharmonia Orchestra DLP 1061 
Romances No. 1 in G and No. 2 in F 
Menuhin! Berlin Philharmonic Orchestra 
Furtwangler. ALP 1135 


BERLIOZ 


Symphonie fantastique 
Monteux/San Francisco Symphony Orchestra. 
; ALP 1137 
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MENDELSSOHN 


Violin Concerto in E Minor 
Menuhin! Berlin Philharmonic Orchestra 


Furtwangler. 


MOZART 
Symphony No. 35 in D (Haffner) ie) 


7 hn ppd No. 40, in G Minor (K.550) 
Blech/London Mozart Players. CLP 1009 


PROKOFIEV 

Symphony No. ‘ in D (Classical); 
Symphony No. 7 

Malko/ Philharmonia Orchestra. 
**Peter and the Wolf” 

Wilfred Pickles (Narrator) 
Markevitch| Philharmonia Orchestra DLP 1001 


RACHMANINOV 

Symphony No. 3, in A Minor 

Sargent/B.B.C. Symphony Orch. ALP 1118 

Pianoforte Concerto No. 1, in F Sharp Minor 

Lympany| Philharmonia Orch./Malko. CLP 1037 

Pianoforte Concerto No. 2, in C Minor 

Lympany| Philharmonia Orch. ./Malko. CLP 1007 
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Horowitz/RCA Victor Symphony Orch.| pret 
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Toscanini/N.B.C. Symphony Orch. 
Ma M€re I|’Oye Suite 

Koussevitzky/ Boston Symphony Orch. ALP 1003 
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Caprice Espagnol 


ALP 1135 


CLP 1044 
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Barbirolli| Hallé Orchestra. BLP 1058 
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La Boutique Fantasque 
Irving| Philharmonia Orchestra DLP 1032 
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Previtali/Rome Symphony Orchestra. DLP 1038 
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Barbirolli| Hallé Orchestra] Rawicz & Landauer. 
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SCHUBERT 
Symphony No. 4 in C Minor; 
Symphony No. 5 in B Flat 
Blech| London Mozart Players. CLI 1016 
Symphony No. 8 in B Minor (Unfinished) 
Toscanini/ N.B.C. Symphony Orch. BLP 1038 
Symphony No. 9 in C (‘‘ Great ”’) 
Barbirolli/ Hallé Orchestra. ALP 1178 


SCHUMANN 

Concerto in A Minor 

Moiseiwitch| Philharmonia Orchestra/ Schwarz. 
CLP 1008 


SIBELIUS 
Symphony No. 1 in E Minor 


Stokowski/Symphony Orchestra. ALP 1210 
Symphony No. 2 in D 
Barbirolli/ Hallé rchawe. ALP 1122 


R. STRAUSS 

Don Quixote 

Miinch/ Boston Symphony Orchestra. ALP 1211 
Till Eulenspiegels lustige Streiche 

Don Juan 

Furtwangler[/Vienna Philharmonic Orchestra. 


ALP 1208 
Ein Heldenleben 
Reiner| Chicago Symphony Orchestra. ALP 1209 
TCHAIKOVSKY 
Symphony No. 4 in F Minor 
Furtwangler|Vienna Philharmonic Orchestra. 
ALP 1025 
Symphony No. 5 in E Minor 
Sargent/B.B.C. Symphony Orchestra. ALP 1236 
Symphony No. 6 in B Minor (‘‘ Pathétique ’’) 
Cantelli] Philharmonia Orchestra. ALP 1042 
Concerto No. 1 in B Flat Minor 
Solomon| Philharmonia ener: < ¥ 
Romeo and Juliet 


Cantelli/ Philharmonia Orchestra. ALP 1086 
Casse-Noisette Suite 

Stokowski/Symphony Orchestra. ALP 1193 
Overture 1812 

Malko| Philharmonia Orchestra. DLP 1069 
Swan Lake Ballet Suite 

Barbirolli] Hallé Orchestra. BLP 1004 


WAGNER 
Music from Gétterdimmerung 
Flagstad|Vienna Philharmonicand Philharmonic 


Orchestras/Furtwangler. ALP 1010 
VAUGHAN WILLIAMS 
Symphony No. 6 in E Minor 
Boult!London Symphony Orchestra. BLP 1001 


Tallis Fantasia 
Sargent/B.B.C. Symphony Orchestra BLP 1019 
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Symphony No. 83 in G Minor (‘The Hen”) 
Symphony No. 96 in D (“The Miracle”) Haydn avr 1038 
Symphony No. 3 in F Brahms svp1ois 
Symphony No. 2 in D Sibelius avp 1122 


Symphony in C (“The Great’’) Schubert avp 117s 
with Margaret Ritchie and a section of the Hallé Choir 


Sinfonia Antartica Vaughan Williams avr 1102 


Overture ‘* Cockaigne ” Elgar 


An Elizabethan Suite arr. Barbirolli 
BLP 1065 
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development). The recording, too, is full 
and well-balanced ; so the version is cer- 
tainly a recommendable one. 

With two reservations. One is that if 
you like a spacious and leisurely reading 
of this character you can find it on one 
side of a_twelve-inch disc—on Decca 
LXT2998, where Béhm and the Vienna 
Philharmonic are even better recorded than 
Lehmann and the Berlin Philharmonic 
on the new D.G.G., and back the Unfinished 
with the Schubert Fifth Symphony. The 
other reservation is that you may think the 
first movement of the symphony flowers 
more readily with rather more impetus: 
then you might make for Beecham on Col- 
umbia 33CX1039 (with the Beethoven 
Eighth Symphony for backing), Schwarz 
on H.M.V. CLPio22 (with Liszt’s Les 
Préludes and the Euryanthe Overture for 
backing,) or Steinberg on the ten-inch 
Capitol CCL7511. M.M. 


SCHUMANN. *Cello Concerto in 
A minor, Op. 129. Pablo Casals 
(cello), Prades Festival Orchestra. 
Philips ABR4035 (10 in., 27s. 34d.). 
Dorner, Stuttgart Pro Musica, Reinhardt 

(1/54) PL7680 
Schuster, Los Angeles Orch., Waxmen 
(2/54) CTL7041 
Gendron, Suisse Romande, Ansermet 
(3/54) LXT2895 
With all respect for a great artist, with 

the full realisation of seeming to be im- 

pertinent, etc., I cannot help registering 

keen disappointment with this performance. 

It should have been made years ago, when 


Casals was at the height of his powers. 
Now he snatches at awkward passages. He 


grunts and groans throughout. He plays 
the music in so free and rhapsodical a way 
that, although some memorable phrases are 
‘struck out, the movements as a whole are 
shapeless. The final impression is of 
exaggerated, expressionist playing, in which 
the original music has often disappeared 
beneath the weight of its interpreter’s 
feeling for it. 

The orchestra is, apparently, without 
separate conductor, and it lacks impetus. 
Structure is not a strong point of this 
concerto, but when played in this way it 
sounds a far weaker work than in fact it is. 
The fine Decca recording, poised and with 
a feeling for the long line, is much more 
persuasive; the new one is_ valuable 
chiefly for Casals’s strong tone, and the 
intensity of his playing, and for some broad 
phrases in the slow movement. The 
recording tips the balance rather too much 
in his favour: purely accompanimental 
figures on the ’cello sometimes drown the 
main themes. But tonally the recording is 
a good one. Since the work is continuous, 
the side-break is troublesome ; it comes, 
abruptly, after the coda which should lead 
Straight into the slow movement. A.P. 
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SCHUMANN. Symphony No. 4 in D 
minor, Op. 120. Berlin Philhar- 
monic Orchestra conducted by 
Wilhelm Furtwangler. D.G.G.DG 
16063 (10 in., 27s. 34d.). 


L.S.O., Krips (4/54) LX T2887 
Philharmonia, Cantelli (5/54) (H) BLP1044 


There are now two splendid performances 
of this symphony, this new one and Cantelli’s. 
Krips, with a depressingly undistinguished 
play-through, falls below standard. 
There are considerable differences of 
interpretation between Furtwangler and 
Cantelli, of course, but both give us per- 
formances beautifully considered to the 
utmost detail and both showing a really 
warm love for Schumann (which is the 
only way to play his music, of all com- 
posers’). 

In general the difference is that Furt- 
wangler is rather more serious and, 
characteristically, makes the most of every 
episode: Cantelli, while seeing that every- 
thing makes its point, lets the music play 
itself rather more and makes the first 
movement, in particular, sound much 
happier (which seems to me personally the 
right view). 

But there is no denying the impressiveness 
of Furtwangler’s performance of this move- 
ment, in which, by the way, he earns an 
extra good mark by doing the repeat. The 
Scherzo I thought really a bit too slow: it 
suggests, not strength, but almost the 
impression that this is a rehearsal speed. 
Furtwangler lets the Finale go all right, but 
here his variable speeds seem to me less 
successful. Once again, at the end, Cantelli 


gives us more serenity and happiness. 


I have made my own preference clear, but 
I would advise anyone to hear both 
excellent versions. As to recordings, there 
is very little to choose between them, for they 
are both admirable. i 


SHOSTAKOVITCH. Symphony No. 10 
in E minor, Op. 93. Philharmonic 
Symphony Orchestra of New York 
conducted by Dimitri Mitropoulos. 
Philips ABL3052 (12 in., 36s. 54d.). 

Shostakovitch, having passed safely by 

that dangerous number in the symphonic 
series, wrote his Tenth Symphony in 1953, 
in something of a hurry. In contrast to the 
manner of its creation, the work betrays no 
feeling of hurry whatsoever ; dominated 
by slow tempi and ruminating, introspective 
moods, it shows some affinities with the 
Fifth Symphony, though there is much that 
is new and forward-looking. The composer 
has never been impervious to musical. as 
opposed to extra-musical influences, and it 
is not therefore surprising to find a strong 
contrapuntal current in the dark rivers of 
the first movement. Did this come, in part, 
from the vivid impressions of Bach’s music 
which he heard at the Leipzig Bach Festival 
of 1950 ? The direct result of that visit, we 
know, is to be found in the two volumes of 
Preludes and Fugues for Piano, completed 
in 1952. The autumn of the following year 
saw the composition of this Tenth Symphony, 
and it is not, I think, too rash to assume that 
the contrapuntal interest in this work may 
derive from the same source. 
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This performance by the Philharmonic 
Symphony Orchestra of New York shows 
the orchestra at their best and most 
brilliant. I do not know how Mitropoulos’s 
reading compares with the rival inter- 
pretations of Mravinsky (who gave the 
premiére in Leningrad) and Gauk; but 
there is no doubt about the authority 
behind his baton, and the sincerity of his 
feeling for this one-time enfant terrible of the 
Russian school. I find the work at times 
impressive and moving, and could not wish 
for a better recording, either from a 
musical or a technical point of view. 

D.S. 


STRAUSS, R. Till Eulenspiegel, Op. 28. 
Tod und Verklarung, Op. 24. 
Pittsburgh Symphony Orchestra 
conducted by William Steinberg. 
Capitol CTL7086 (12 in., 36s. 54d.). 
Till Eulenspiegel : 

Vienna P.O., Krauss 
Philharmonia, Karajan 
Czech P.O., Konwitschny 
Concertgebouw, Jochum 
Vienna P.O., Furtwangler 
Coupled as above : 
Concertgebouw, Mengelberg (3/55) LGX66032 
Bamberg Symphoay Horenstien PL 9060 


Here is an orchestra of most brilliant 
players, evidently rehearsed to the last demi- 
semiquaver, recorded in a way that gives the 
utmost clarity to every detail of the 
orchestration—yet I would rather hear any 
one of the other five versions of Till, and 
even the Mengelberg Death and Trans- 
figuration, despite the great inadequacy of 
its recording (it was made at least ten years 
ago). Steinberg goes through Till with the 
greatest virtuosity, but he gives little 
impression of having any indulgent sym- 
pathy with Till’s escapades or of affection 
for Till himself. It is certainly a staggering 
bit of playing: though, by the way, it is 
odd that in so well-rehearsed a performance, 
the main horn theme, whenever it comes, 
entirely lacks any crescendo, losing so much 
of its character. But, indeed, character is 
much missing from this performance— 
charm of character and warmth of feeling. 

The opening bars of Death and Trans- 
figuration are an excellent instance of music 
in which clarity and precision of playing are 
not the main requirements. (What a 
mistake it is always to make a virtue of 
clarity in musical performance.) Put on 
these only two available versions and see 
which has the mystery, the awesomeness— 
Mengelberg’s. Steinberg’s strings play their 
insistent rhythm so exactly and with such 
equal stress that they convey nothing at all: 
Mengelberg’s performance of these pages 
has the imagination of the great interpreta- 
tive artist behind it. When we come to the 
fast sections Mengelberg sees that the music 
yet has sweep and spaciousness: Steinberg 
sounds merely fast. 

The old Mengelberg recording, however 
much Telefunken have managed to refurbish 
it, inevitably cannot compare with this new 
one and it cannot be recommended to 
anyone who can only accept a performance 
if it sounds well: but if you are interested in 
how a really great artist interprets, then it is 
a fascinating study. What we need now is 
a great performance in a fine recording. 

E 


(1/51) LXT2549 
(10/52) 33CX1001 
(10/53) LPV68 
(10/54) ABR4009 
(1/55) (H)ALP1208 
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How about Bruno Walter, who has recorded 
this work for American Columbia ? 

It may be helpful to add that the per- 
formances of Till listed above are all backed 
by Strauss’s Don Juan, with the exception 
of Konwitschny’s, which has a tone poem 
by Novak, About the Eternal Longing, on its 
reverse, and that they are all worth hearing 
if you have the opportunity. Also that the 
other side of the Mengelberg disc does 
indeed have Till on it, but Krauss, who 
conducts it, has, of course, made a more 
recent version for Decca, with consequent 
better recording. The Vox disc, which also 
includes Don Juan, still has to be received 
for review. TA. 


CHAMBER MUSIC 


FAURE. Sonata No. 1 for ’Cello and 
Piano, Op. 109. Sonata No. 2 for 
*Cello and Piano, Op. 117. Monique 
Fallot (’cello), Guy Fallot (piano). 
London Ducretet-Thomson DTLg93050 
(12 in., 36s. 54d.). 

Sonata No.2: 
Soyer, Mittman (6/53) QL P4007 

Lovers of late Fauré will rejoice in this 
fine recording of two of the master’s most 
characteristic sonatas, paradoxically enough, 
very little known in comparison with the 
two violin sonatas. The first ’cello sonata 
was written very soon after the second 
violin sonata, and was first performed in 
Paris in 1918. Writing of both works, 
Pierre Lalo said that “never has Fauré 
composed anything more exquisite, never 
before has he been so gracious, so full of 
ideas that are supple, striking, fresh and 
youthful. Were we living at the time when 
Couperin and Rameau gave their works 
titles descriptive of their character, the 
name for these two sonatas would soon be 
found: La Fontaine de Fouvence’’. 

The second sonata (1922) dates from the 
same year as L’ Horizon chimérique and that 
most remarkable of all the piano pieces, the 
Treiziéme Nocturne. Much of the poetry and 
inwardness of these works exists not only 
in the sonata itself, but also in the imagin- 
ative and devoted way in which Monique 
and Guy Fallot interpret it. The version by 
Soyer and Mittman cannot compare with 
it either in performance or recording ; the 
acoustic of the Nixa disc is unfavourable to 
the lower register of piano and ‘cello alike. 
Ducretet-Thomson have done a valuable 
service in issuing these two closely- 
connected works in so fine a recording. 
The surface of my disc was of high quality. 
I was somewhat upset, however, to find 
that the translator of the sleeve-note is 
named, but not the writer, who is surely 
far more important. DS. 


MILHAUD. Scaramouche. Le bal 
martiniquais. Germain Smadja 
(piano), Georges Solchany (piano). 
London Ducretet-Thomson MEL94009 
(10 in., 18s. o4d.). 

These two jolly pieces form part of the 
duo-pianists’ staple, and though they are 
more fun to hear played in concert than 
“cold” from the loudspeaker, there may 
well be people who will welcome the disc. 
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Miss Smajda and Mr. Solchany rollick 
through them, with plenty of exuberance, 
if not with the finesse of the best two-piano 
teams, and the recording, except when it 
becomes a bit clattery at the ends of the 
sides, is acceptable. 


HANDEL. Concerti Grossi, Op. 6 : 
No. 1 in G major; No. 7 in B flat 
major; No. 2 in F major; No. 6 
in G minor. Walter Puschacher 
(first violin), Armin Kaufmann 
(second violin), Viktor Gérlich 
(cello), Gustav Leonhardt (harpsi- 
chord), Vienna Symphony 
Orchestra conducted by John 
Pritchard. Philips ABL3048 (12 in., 
36s. 54d.). 
Nos. 1 and 2 

_ Boyd Neel ‘Orch. 


0.6: 
‘Boyd Neel Orch. 
a 


(2/51) LX3027 or LXT5041 
(1/52) LX3055 or LX T5042 


‘ ‘Boyd Neel Orch. (7/52) LX3081 or LX T5042 
Pritchard is not well served by his 
orchestra in this disc. There are too many 
slovenly and antediluvian position-changes, 
too frequent examples of ill-defined articula- 
tion and phrasing, allied to a ponderous and 
pompous approach to these essentially 
diversified creations in the realm of the 
bareque concerto grosso. All that glitters 
is not gold; and all that comes out of 
Vienna is not necessarily music. 

The general effect of the balance is one of 
excessive fuzziness, fraught with an over- 
abundance of sixteen-foot tone which 
(with the barely-audible sounds of the 
harpsichord) centribute to the “ all-top- 
and-bottom-and-no-middle ” —_ impression 
which no genuine baroque orchestra ever 
produced. This is a great pity, since 
Pritchard obviously has good ideas about 
these works and is, it seems, being constantly 
hindered when trying to put them into 
practice. The two solo violinists are not 
very well matched, and occasionally demon- 
strate how not to think alike. There aie 
more than one or two regrettable wrong 
notes in the tutti passages, and I am still 
not able to understand why they assail my 
ears whilst remaining inaudible both to the 
conductor and to the supervisor of the 
recording. 

Philips can do better than this. D.S 
HANDEL. Concerti Grossi, Op. 6 : 

No. 1 in G major; No. 2 in F 
major; No. 3 in E minor; No. 
4 in A minor (LXT5041); No. 
5 in D major; No. 6 in G minor; 
No. 7 in B flat major; No. 8 in C 
minor (LXT5042); No. g in F 
major; No. 10 in D minor; No. 
1z in A major; No. 
minor (LXT5043). Thurston Dart 
(harpsichord), Boyd Neel- String 
Orchestra conducted by Boyd Neel. 
Decca LXT3041-3 (three 12 in, 
1ogs. 44d.). 

The surface of these re-transfers is a 
distinct. improvement on the ten-inch 
discs (LX 3024, 3027, 3055, 3081, 3099 and 
3124) issued during the last five years. If I 
am not mistaken, there is also an improve- 
ment in the slight hum which was present 
in the background of the original pressings. 


12 in B. 
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It is good to have this splendid series of 
concertos in a complete and authentic 
interpretation of this kind. The perform- 
ances are stylish and intensely musical ; 
the balance between upper and _ lower 
strings, between concertino and concerto 
grosso, and between harpsichord and strings 
as a whole, could hardly be excelled. 
Dart’s tasteful filling-in and his inspired 
musical asides, together with a variation 
in tone-colour which offers us now the 
suave tones of the lute-stop, now the 
splendour of varied registers cunningly 
coupled—all these add inestimably to the 
success of these discs. 

The string-playing, though inclined to be 
over-refined, is clean and artistic, and the 
tempi are for the most part very good. Only 
occasionally does a burst of speed seem 
slightly inappropriate, though there is never 
any doubt about the players’ ability to cope 
with the situation. Boyd Neel knows the 
whole series like the back of his hand, and 
he gives warmth and vitality to the perform- 
ances, besides lending authority that is all 
the greater for being un-selfconscious. 

If there are still Handel-lovers who have 
not made the acquaintance of Op. 6, here 
is their opportunity to do so. They will 
be pleased, thrilled, and consoled in turn 
by the beauty of one of Handel’s finest sets 
of instrumental concertos, splendidly played 
and well recorded. DS. 




























TORELLI. Twelve Concerti Grossi, 
Op. 8: No. 1 in C major; No. 2 
in A minor: No. 3 in E major; 
No. 8 in C minor; No. g in E 
minor ; No. 12 in D major 
(OL50089). No. 4 in B flat major; 
No. 5 in G major; No. 6 in G 
minor; No. 7 in D minor; No. 10 
in A major; No. 11 in F major 
(OL50090). Louis Kaufman 
(violin), Georges Alés (violin), Roger 
Albin (’cello), Ruggero Gerlin 
(harpsichord), Ensemble Orchestral 
de l’Oiseau-Lyre conducted by Louis 
Kaufman. London L’Oiseau-Lyre 
OL50089-90 (two 12 in., 72s. 11d.). 

Bearing in mind the good work that 

Kaufman has done in the past for composers 

such as Vivaldi, these two discs come as a 

distinct disappointment. On first playing, 

they give the impression that Kaufman 
has backed a slow horse, and then tried to 
make up for it by speeding. On second 
playing, we get the impression that the only 
reason for the horse moving at all is the 
fear that someone—or something—will 
catch it up and threaten its slender chances 
of survival. Third and last time round the 
track, our sympathies go out to this scrawny 
nag as to no other: we realise that Torelli’s 

Op. 8 is not only not great music—it is even 

considered unworthy of great playing. 

Half of this set of concerti grossi is made 
up of works for a concertino of two viol'ns 
and ’cello ; the other half consists of solo 
concertos. "At the very outset, therefore, 
we perceive that second-violin Alés is no 
match for Kaufman. Nor for that matter is 
’cellist Albin: but at least he can be heard. 

What is not heard, in spite of the blazoned 

legend on every disc: “ realisation of the 
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HILDE GUEDEN (Soprano) 
MARTHA LIPTON (Mezzo-Soprano) 
BLANCHE THEBOM (Contralto) 
PAUL FRANKE (Tenor) 

EUGENE CONLEY (Tenor) 

MACK HARRELL (Baritone) 
NORMAN SCOTT (Bass) 
LAWRENCE DAVIDSON (Bass) 
‘The Chorus and Orchestra of the 
Metropolitan Opera Association 


Conducted by Igor Stravinsky 


ABL 3055/6/7 (Album) 
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BRAHMS 


Piano Concerto No. 1 in D Minor, Op. 15 
RUDOLF SERKIN (Piano) 

The Cleveland Orchestra conducted by 
GEORGE SZELL. ABL 3028 


J. S. BACH 


Violin Concerto in G Minor 

TARTINI 

Violin Concerto in D Minor 

JOSEPH SZIGETI (Violin) 

with Orchestra conducted by GEORGE SZELL 
HANDEL 


HANDEL 


CONCERTI GROSSI, Op. 6, Nos. 1, 2,6 and 7 
Concertino: WALTER PUSCHACHER (First Violin) 
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ARMIN KAUFMAN (Second Violin), VIKTOR GORLICH 


(Cello), GUSTAV LEONHARDT (Harpsichord) 
The Wiener Symphoniker conducted by 
JOHN PRITCHARD. ALB 3048 


SAINT-SAENS 


SYMPHONY NO. 3 IN C MINOR, Op. 78, with Organ 
FEIKE ASMA (Organ) 

The Hague Philharmonic Orchestra conducted by 
WILLEM VAN OTTERLOO. NBR 6021 





Violin Sonata No. 4in D Major 
TARTINI 
Violin Sonata in G Major 
JOSEPH SZIGETI (Violin) 
CARLO BUSSOTTI (Piano). ABL 3058 
The Salt Lake City Tabernacle Choir 
Organists: ALEXANDER SCHREINER 
FRANK W. ASPER 
Conductor: J. SPENCER CORNWALL 
Light in Darkness (Cyril Jenkins) 
Lead Kindly Light (C. Jenkins) Soloist : Howard Duff 
Ave Verum (Liszt) 
Sapphic Ode (Brahms—Jenkins) 
As Torrents in Summer (Elgar) 
Nymphs and Shepherds (Purcell—Jenkins) 
Listen to the Lambs (Dett) 
Weep No More, Sad Fountains (Cyril Jenkins) 
Fierce Raged the Tempest (Cyril Jenkins) 
Thy Word Is a Lantern (Purcell) 
How Lovely Is Thy Dwelling Place (Brahms) 
NBL 5012 





RUDOLF SERKIN JOSEPH SZIGET! 


Important previous releases 


STRAVINSKY 
‘Oedipus Rex’ Opera Oratorio in two acts after Sophocles 
MARTHA MODL (Mezzo-soprano) PETER PEARS (Tenor) 
HELMUT KREBS (Tenor) HEINZ REHFUSS (Baritone) 
OTTO VON ROHR (Bass) Narration by JEAN COCTEAU 
‘The Cologne Radio Symphony Orchestra and Chorus 
Conducted by IGOR STRAVINSKY. ABL 3054 


SHOSTAKOVITCH 
Symphony No. 10 in E Minor Op. 93 
The Philharmonic-Symphony Orchestra of New York 
conducted by DIMITRI MITROPOULOS. ABL 3052 


RIMSKY-KORSAKOV 
Scheherazade Op. 35 (Symphonic Suite) 
The Philadelphia Orchestra conducted by 
EUGENE ORMANDY. NBL 5013 


PROKOFIEV 
Symphony No. 7 Op. 311 
The Philadelphia Orchestra 
conducted by EUGENE ORMANDY. ABR 4034 


DEBUSSY 
Images (Set ITI for Orchestra) 
The Concertgebouw Orchestra conducted 
by EDUARD VAN BEINUM. ABR 4032 


MOZART Jubilee Edition 1956 
Clarinet Concerto in A major (K.622) 
RICHARD SCHONHOFER (Clarinet) 
The Wiener Symphoniker 
conducted by BERNARD PAUMGARTNER. ABR 4033 


MOZART Jubilee Edition 1956 
Flute Concerti in G Major K.313 and D Majo: K.314 
HUBERT BARWAHSER (Flute) 
The Wiener Symphoniker conducted by 
JOHN PRITCHARD. ABL 3059 


Philips Electrical Ltd. Gramophone Records Div. 178-185 Gt. Portland St. London W.1 


Philips are world-renowned makers of Radiograms, Record Players and Record-Playing 
Equipment incorporating the famous Philips ‘Featherweight’ Pick-up. 
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figured bass by Ruggero Gerlin”’, is the 
harpsichord. In the many important 
concertino and solo passages, the most that 
one hears is an unpleasant buzz: in the 
tutti sections the continuo tone disappears 
altogether, as if the engineers had not 
realised what Mr. Gerlin apparently did 
realise. So we have a somewhat unbalanced 
team of principals: Kaufman, whose virile 
and vital tone stands out above everything 
else, and three also-rans whose efforts, 
though noble, are simply not in the same 
class as his. 


The orchestra appears to be a mixed 
bunch, for their ensemble is often rocky 
and their tone sour. Italian music needs 
a fine, broad, generous, and luminous 
timbre—the timbre which in fact Kaufman 
alone possesses among this oddly-assorted 
band. Their bowing is all far too solid, 
lacking the essential quality of staccato 
vigour which was inherent in the baroque 
violin-bow, and which is not inimitable 
with the aid of a good modern bow. No 
light comes through these performances: 
and the effect of superfluous solidity is 
enhanced by the ruthless exclusion of 
plucked-string instruments and the over- 
employment of double-basses. 


The sleeve-note (to which I shall have 
occasion to return) makes much of the 
simple designation “‘ Violone 6 Arcileuto ”’ 
which is used for the title page of one of the 
bass-parts. The other bass-part, printed 
from exactly the same plates, is headed 
“Organo”’. The truth of the matter is 
that the lute was not an alternative instru- 
ment to the double-bass, for its very nature 
prevented it from so being. The lute was a 
harmonic instrument, used for the realisa- 
tion of the bass whether figured or un- 
figured: the double-bass was, and still is, 
a melodic instrument. Descriptions of 
music-making in the Italy of Torelli’s day, 
and drawings of concerts by artists such 
as Creti, Zocchi and Zampieri demon- 
strate that both lute and double-bass were 
used in any performance worthy of note, 
and further that the organ was used as a 
continuo instrument for the tutti. Even 
composers of the nineteenth century knew 
the invaluable aids to orchestral colour 
provided by plucked bass notes and organ 
tone—yet this was a commonplace of the 
baroque! Its non-existence in these discs 
helps to make the tone dull and uninspiring, 
flat and unvaried. 


These twelve concertos have been 
miraculously crammed on to four sides 
without much appreciable loss of quality in 
recording. But the loss of quality where 
the music is concerned has to be heard to 
be believed. The quick movements are 
nearly all far too fast, with the result that 
the passage-work sounds restless and hurried, 
the solo fiddles seem to be fighting one 
another, and the tutti “sawing away 
regardless ” as Henry J. Wood used to say. 
There are no scrolls between movements, 
and the gaps between concertos are 
uncomfortably small. Only very occasion- 
ally is a movement taken too slowly: 
10 (ii) is a case in point, so also is 6 (ii) 
which Torelli marks Vivace. This marking 
h:s been suppressed on the sleeve, and the 
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word Pastorale substituted, quite without 
authority. 


The question of ornamentation appears 
to be a sore point with the two solo violinists. 
Differences of opinion in the matter of 
trills (whether to begin on the principal or 
auxiliary note) are painfully apparent in 
1 (ii); 4 (i); 6 (ii); 7 (ii). Rests are 
consistently clipped by the orchestra in 
1 (ii) and dots are clipped by the soloists 
in 1 (ii) ; 5 (ii) ; 9 (ii). Indeed, Torelli’s 
crisp rhythms in the first two instances 
degenerate into meandering 12/8 passages, 
devoid of character or meaning. The 
transcription of the music is faulty in so 
many places that enumeration would be 
tedious, and several of Torelli’s own 
directions (slissato, arpeggio battuta, sopra il 
manico) might just as well never have been 
written down for all the notice that is taken 
of them. 


The anonymous sleeve-note, both in its 
statements and in its implications, touches 
the nadir of musical and linguistic ignorance. 
Inaccurate generalities such as the following 
are legion: ‘‘ The first violin music was 
written to accompany voices in church and 
court music”’; ‘‘ It seems that the first 
instrumental solos were composed in the 
early seventeenth century by Marini and 
Fontana and that trios were written about 
the same time by Salomono (sic) Rossi ”’ ; 
‘the concerto grosso was first presented in 
Torelli’s Op. 6”. 


Worse, however is to follow, in the shape 
of a translation (if the word may be used) 
of the preface to Torelli’s edition. The 
schoolboy’s rendering of coup de grace as 
“lawn-mower” has nothing on_ this 
incredible piece of transmogrification. There 
are gross errors of grammar and syntax 
(data sin hora alle stampe is rendered ** which 
has just arrived from the printer”; che 
fidato si la speranza as ‘‘ more faithful than 
I dared hope ’’) ; at one point the present 
subjunctive of the verb ‘‘ to be” is trans- 
lated as “the mark”; and _ Torelli’s 
careful injunction about using several 
instruments to a part in the tutti sections 
(che se poi vorrai moltiplicare gl’altri Stromenti 
di rinforzo) is neatly and completely 
reversed into “then he must again join 
the other instruments that play the 
rinforzo”’. In fact, it is plain that the 
person responsible for the translation, 
apart from not knowing the Italian langu- 
age, is severely hampered by his inability 
even to use a dictionary. 


It is a sad and humiliating thing to see 
discs of this kind being launched by a firm 
with the reputation of L’Oiseau-Lyre. The 
whole atmosphere of the discs seems rushed, 
careless, furtive, and self-conscious ; there 
is more than a suspicion of the sorcerer’s 
apprentice dealing with matters of style, 
interpretation, bibliography, and musi- 
cology which eventually engulf him because 
he cannot understand or control them. 
Those for whom Torelli is a ‘* must ” will 
be interested to learn that Vox, in America, 
have recorded these same works and I look 
forward to their eventual release in this 


country. DS. 
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VILLA-LOBOS. Trio for Oboe, Clarinet 
and Bassoon (1921); Quartet for 
Flute, Oboe, Clarinet and Bassoon 


(1928); Quintette en Forme de 
Choros (1928). New Art Wind 
Quintet. Nixa WLP5360 (12 in., 
36s. 54d.). 


Nearly all the chamber works Villa- 
Lobos wrote in the 1920’s were for wood- 
wind, whereas before and since he has 
shown an almost exclusive interest in the 
string quartet. (Incidentally it is surely 
high time more of his string quartets were 
recorded.) The quartet and quintet on this 
record were written soon after the composer 
came to Europe for the first time ; both 
are dated “ Paris, 1928”. The music is 
dry, angular, and soulless, but not without 
interest. Nevertheless I must confess to 
some disappointment in these works, 
lacking as they do the warmth and humanity 
of the later string quartets. I preferred the 
earlier and longer wind trio, written in 
Rio in 1921. The music seems more sub- 
stantial and ordered, and is made the more 
interesting by its South American flavour— 
the other two works did not support any 
particular country of origin. ar 

The playing of this difficult music is 
excellent, and so is the recording, though 
at times I felt the flute was a little near the 
microphone. KF. 


VIVALDI. Concerto in D minor for 
Oboe and Orchestra, F.VII No. 1. 
Robert Casier (oboe), Orchestre de 
la Société de Musique de Chambre, 
Paris, conducted by André Jouve. 
Concerto in G major for Oboe 
Bassoon and Orchestra. Robert 
Casier (oboe), Gerard Faisandier 
(bassoon), Chamber Orchestra con- 
ducted by Gerard Cartigny. London 
Ducretet-Thomson MELg4005 (10 in., 
18s. o4d.). 

Both these concertos are good werks, 
and they have that kind of musical character 
which ought to bring out the best in conduc- 
tor and players alike. But Cartigny seems 
quite unaware of the subtleties of this music : 
he is heavy-handed in the extreme (even 
making allowance for the fact that his 
orchestra is too large) and the ensemble is 
most disappointing. The necessary element 
of continuo tone is conspicuous by its 
absence. 

There may be some who are charmed by 
these slightly sour-sounding French oboes, 
and the correspondingly fruity, over-ripe, 
bassoon timbre. To my mind they do not 
blend: and they should blend if this G 
major concerto is to come off at all. It is 
high time that purveyors of Vivaldi 
concertos came to realise, if not the figured 
or unfigured bass normally provided by 
this master, at least the devotion and care 
that are necessary in performing baroque 
music. They would never dream of play- 
ing a concerto of the nineteenth century in 
so uninspired and matter-of-fact a manner. 
Why cannot they lavish a fraction of the 
love they have for Verdi on the brilliance 
and vitality that is to be found in the best 
of Vivaldi ? Neither recording nor per- 
formance is strongly recommended. D.S. 
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THE GOLDEN LINE OF POLYPHONY. 
Ricercar a tre voci (Willaert). Six 
Variations for Harpsichord on 
“ Mein junges Leben hat ein End ” 
(Sweelinck). Sonata a tre for Two 
Violins, Oboe, ’Cello and Harpsi- 
chord (Gabrieli). Concerto in G 
minor, Op. 10, No. 2, “ La Notte” 
(Vivaldi). Adagio and Fugue in D 
minor, K.404a (Mozart) from the 
** Well-tempered Clavier”? of Bach : 


Quartet in C major, K.285b 
(Mozart). Members of the Sextuor 
Instrumental Alma Musica. 


London Ducretet-Thomson DTL93046 
(12 in., 36s. 54d.). 


This line may well be golden, but it has 
some pretty big gaps in it. Anybody who 
thinks he can trace the development of 
polyphony “‘ from Sweelinck (actually Wil- 
laert) to Mozart”’ as the sleeve has it, is 
courting disaster if he has only one twelve- 
inch LP at his disposal. About twenty 
such records could give a reasonably full 
historical perspective as far as this particular 
development is concerned in West Euro- 
pean music ; less than that number would 
be short measure indeed. This does not 
mean to say that I abhor the “ planned 
recital ”—on the contrary I welcome it as 
a cheerful and intelligent antidote to strings 
of concertos by Vivaldi, Torelli, and the 
like. But even a planned recital has to be 
planned, and this particular one seems as 
if it had been thrown together. 


If there is a line of development between 
Willaert, Sweelinck, Giovanni Gabrieli, 
Vivaldi and Mozart, it must be rather a 
zig-zag affair. The best way to enjoy this 
record is to cast planning and didacticism 
(as exemplified by the oddly-translated 
sleeve-note), to the four winds and simply 
sit back and enjoy the music. It is for the 
most part well played by a team that under- 
stands the meaning of chamber music and 
the style of the early and middle baroque. 
The source of some of the works is not 
given on the sleeve, and it may therefore 
interest some readers if I give brief details. 


Willaert’s Ricercar a 3 is the tenth in his 
book of Fantasie, Recercari, Contrapunti a tre 
voci published in 1551, at Venice. It is 
available in the first volume of the Historical 
Anthology of Music edited by Davison and 
Apel, p. 120. The Sonata a tre by Giovanni 
Gabrieli comes from his Canzoni e Sonati, 
published in 1615, also at Venice. The 
music is well-recorded and the surface of 
my disc is excellent. 





INDEX AND BINDING 
VOLUME XXXII 

The Index to Volume XXXII of THE 
GRAMOPHONE, which covers the period 
June, 1954, to May, 1955, will be available 
shortly, price 2s. 6d. 

Arrangements for binding this volume 
will be announced in due course but in the 
meantime we should be grateful if readers 
would advise us if they require a copy of 
the index to be reserved on their behalf for 
‘binding purposes. 
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BACH. Chaconne from “ Partita No. 2 
in D minor”. Paganiniana (arr. 
Milstein). Nathan Milstein (violin). 
Capitol CCL7526 (10 in., 27s. 34d.). 

Fiddler’s delight, and all on two sides of 

a ten-inch LP. Milstein plays with mag- 
nificent verve, and demonstrates the calcu- 
lated ease with which the formidable 
difficulties of polyphony and Paganini’s 
pyrotechnics may be overcome by a mere 
mortal. He adopts a good tempo for the 
Chaconne, and whilst bowing the knee to 
inevitable traditions of latter-day baroque 
interpretation, brings off a performance that 
is sensitive and stylish. His tonal and 
dynamic contrasts are ample, and help to 
sustain the interest of the listener throughout 
this longest and most complex of all Bach’s 
partita movements. 


Following the performance with a fac- 
simile edition of one of the earliest manu- 
scripts of Bach’s solo violin works, I was 
struck by the imaginative way in which 
Milstein had solved, without the aid of any 
fancy bows purporting to be “ Bach- 
bows”, the many problems that bristle 
among these tremendous and unsurpassed 
pages. As is generally known, the many 
arpeggio passages in the Chaconne were 
not written out in full by Bach. He notated 
only the chords themselves, often leaving 
the violinist to work out the best way of 
performing the arpeggios. Joachim used 
to turn some of the ones near the end into 
a veritable whirlwind, a practice which is 
rarely followed in our own times, though it 
may one day be revived. Méilstein’s solu- 
tion of this problem is clear-headed and 
conventional, but never lacking in drive 
and energy. 


His Paganiniana appears to consist of 
Variations on the melody of the Twenty- 
fourth Caprice, Paganini’s own Variations 
now being presumably redundant and out- 
moded. What Milstein has done is to compose 
variations whose style and character remind 
one of certain of the other Caprices: and I 


imagine this was intentional, though I 
have no sleeve note to refer to. The playing 
is brilliant in the extreme. D.S. 


BACH. Prelude and Fugue in E minor 
(BWV582). Fantasia in G major 
(BWV533)- Passacaglia and Fugue 
in C minor (BWV572). Anton 
Nowakowski (organ). Telefunken 
LGM65030 (10 in., 27s. 34d.). 
Recorded on the organ of the Kloster- 
kirche an Sore, Denmark. 


Nowakowski is a new name to me; and 
I do not recall having heard the Danish 
instrument on which he plays so skilfully. 
It has brightness and clarity, with a 
remarkably well-balanced ensemble and a 
fascinating array of colour. The mixtures 
are especially satisfactory, and add top to 
the tuttis without overpowering them, which 
rarely happens in not-so-well-voiced instru- 
ments. 


The E minor Prelude and Fugue is given 
a flowing though never flabby performance. 
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Nowakowski’s rhythm is well-nigh impec- 
cable, and this great quality stands him in 
good stead with the Fantasia in G and the 
Passacaglia and Fugue. The bell-like sounds 
in the opening of the former work heighten 
the contrasts when the full organ is used for 
the solemn and splendid peroration ; and 
the Passacaglia and Fugue has a drive and 
power that remind me “of Geraint Jones’s 
performance on the organ at Steinkirchen, 
and only available now on 78’s. As a first 
LP recording, this one by Nowakowski 
should long stand unrivalled. D.S. 


BEETHOVEN. Sonata No. 11 in B flat 
major, Op. 22. Sonata No. 14 


in C sharp minor, “ Moonlight,” 
Op. 27, No. 2. Wilhelm Kempff 


(piano). D.G.G. DGM18020 (12 in., 
36s. 54d.). 
Sonata No. 11 : 
Backhaus (6/54) LXT2920 
Sonata No. 14: 
Frugoni (5/53) PL7160 
Horowitz (5/53) (H)BLP1014 
Backhaus (10/53) LX T2780 
Gieseking (10/53) 383CX1073 
Solomon as at BLP1051 
Badura-Skoda 55) WLP tat 
Vitebsky LP. 


As regards recording quality this disc j is 
supremely good. I have not heard better 
reproduction of piano tone, and the surface 
noise is negligible. None of the other 
records listed above can compete with it 
technically. 


Kempff’s performance of the Moonlight 
is in almost every way very fine, though not 
for me the eaual of Solomon’s. In the first 
movement he is quicker (56 crotchets a 
minute) and less rubato than any of his 
rivals ; Solomon is the slowest (33 crotchets 
a minute) and Backhaus the most rubato. 
It is surprising how effective is this rather 
fast and very reserved performance, and 
though at this speed he cannot command 
the poetry of Solomon’s wonderful inter- 
pretation he is by no means lacking in 
poetic feeling. Kempff brings an equal 
simplicity and thoughtfulness to the second 
movement which he takes at the rather 
slow tempo favoured by all his rivals 
except Solomon. For some reason he 
ignores the crotchet rests just before the 
Trio, but otherwise I cannot fault his 
playing here. I would put only Solomon 
above him in these two movements. 
Unfortunately in the finale he falls some- 
what from grace. His playing lacks the 
excitement of Gieseking’s, for instance, and 
his technique at times seems a little 
precarious, despite his almost leisurely 
tempo. In the main subject he is liable to 
play the chord immediately after the 
sforzando as loud as its predecessor. The 


‘thoughtfulness and concentration are still 


there, but the necessary brio is not. 


In the B flat Sonata, Kempff is to be 
preferred to his only rival, Backhaus. 
Again his interpretation is more straight- 
forward and less rubato, and his thoughtful 
attitude to this music seems to me basically 
right. Backhaus is liable to go galloping 
off at the difficult moments in a way that 
Kempff would scorn to do. Not that he is 
faultless in this work. Occasionally he 
ignores one of Beethoven’s  sforzandos 
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(something very odd happens 31 bars from 
the end of the first movement), and 
occasionally one has a momentary doubt 
about the soundness of his technique. I 
hope the virtues of the recording have not 
led me to exaggerate the virtues of the 
playing. I certainly derived a great deal of 
pleasure from this disc myself, and I am 
sure this will apply to many other people. 
RF. 


CHOPIN. Funeral March in C minor, 
Op. 72b. Three Ecossaises, Op. 
72c. Fugue in A minor. Waltz 
No. 15 in E major. Bernard 
Vitebsky (piano). Concert Artist 
MPO5008 (7 in., 15s. 11d.). 


** Special Play ”’ is the name the company 
gives to this new (to England) combination 
of size and speed: a.7-inch microgroove 
playing at 33} r.p.m. The first side of this 
disc plays for about.,7. minutes, I estimate, 
but cannot get my pickup to play the final 
Ecossaise, as the raised centre rises too high 
on this side (why is,,it that 7-inch centres 
always seem to be higher on one side than 
the other ?). The other side plays for only a 
little over four minutes. 


If the recording were a little bit better, 
this would be a recommendable collection 
of some out-of-the-way Chopin: the 
Funeral March (not to be confused with 
the later one which was to be incorporated 
in the B flat minor Sonata), Ecossaises and 
Waltz of 1829, and the Fugue of 1841. 
All of them are quite pleasant pieces, 
attractively played. But the recording, 
prominently billed as ‘‘ True Life Balance,” 
makes a far from true life sound! A.P. 


CHOPIN. Sonata No. 3 in B minor, 
Op. 58. Impromptus: No. 1 in A 
flat major, Op. 29; No. 2 in F 
sharp major, Op. 36; No. 3 in G 
flat major, Op. 51; No. 4 in C 
sharp minor, Op. 66, “ Fantaisie- 
Impromptu”. Berceuse in D flat 
major, Op. 57. Nikita Magaloff 
(piano). Decca LXT5037 (12 in., 
36s. 54d.). 


A very enjoyable record. Mr. Magaloff 
is a stylish player, who brings much freshness 
and life to his interpretations. His readings 
are marked by spontaneity, elegance and 
intimacy—three big virtues in Chopin. 
There are no technical limitations to the 
readings, and the recorded tone (except in 
the finale of the Sonata) is finely life-like. 


This version of the B minor Sonata seems 
to me the finest available on LP (the others 
being by Mme Novaes and Messrs. 
Malcuzynski and Schidler). The first two 
movements are on a very high level, with a 
particularly _attractive natural, unforced 
fiow in the Scherzo. My personal feeling is 
that the melody in the outer sections of the 
Largo should flow along in a more song-like 
way, with the accompaniment rather less 
cbtrusive ; by being delivered very sim»ly 
the poetry can touch us more deeply. The 
finale is slightly less masterly, but the fault 
tmiay be due partly to a tone not very 
s.noothly recorded in the middle ranges. 
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The first Impromptu, with rather personal, 
unusual inflexions, is fresh, gay and spon- 
taneous. The second is thoughtful, and 
makes more of an effect than it does in the 
Arrau performance recently reviewed. The 
G flat major sounds a little dull, as so often 
it does. The Fantasie-Impromptu is fizzy 
and attractive, and the Berceuse again 
thoughtful, with a finely controlled rhythmic 
flow. AR. 


CHOPIN. Waltzes : 
major, Op. 18; 
major, Op. 34, No. 1; 
A minor, Op. 34, No. 2; No. 4 in 
F major, Op. 34, No. 3; No. 5 in 
A flat major, Op. 42; No. 6 in D 
flat major, Op. 64, No. 1; No. 7 
in C sharp minor, Op. 64, No. 2; 
No. 8 in A flat major, Op. 64, No. 3; 
No. g in A flat major, Op. 69, No. 1 ; 
No. 10 in B minor, Op. 69, No. 2; 
No. 11 in G flat major, Op. 70, 
No. 1;. No. 12 in F minor, Op. 70, 
No. 2; No. 13 in D flat major, 
Op. 70, No.3; No. 14 in E minor, 


No. 1 in E flat 
No. 2 in A flat 
No. 3 in 





Op. Posth.; No. 15 in E major, 
Op. Posth, Guiomar Novaes 
(piano). Vox PL8170 (12 in., 36s. 
54d.). 
Pennario (3/53) CTL7€27 
Lipatti (4/53) 33CX1032 


I am grateful to this disc largely for the 
encouragement it offered me to take down 
again Dinu Lipatti’s version of the Waltzes 
from the shelf, and enjoy once more that 
golden treasury of Chopin playing. To a 
straight question, ‘‘ Which version of the 
Waltzes shall I buy ?” the answer is 
obvious ; but pianists studying these pieces 
might find some ideas to interest them in 
Mme Novaes’s interpretations. Yet when 
hearing this disc one cannot escape an 
impression, possibly false, that she has sat 
down to play through these works starting 
at the beginning and working through to 
the end. One tires before long—sometimes 
during the course of a single piece—of the 
3/4 rhythm, as one never does in the Lipatti 
renderings. Moreover the piano tone is 
very shallow, sometimes actually tinny. 


Mme Novaes occasionally seizes on inner 
melodies and brings them out in a rather 
disconcerting way: in the middle section 
of Op. 34, No. 2, for example, by splaying 
the chords ; in the bars before the pti mosso 
section of Op. 64, No. 2, by making the 
minims stand out disproportionately. This 
waltz also illustrates her curious rhythm: 
the opening is played in a regular two-bars- 
fast, two-bars-slow, alternation—compare 
this with the subtlety of Lipatti’s inflexions. 
Op. 70, No. 2, is a particularly pedestrian, 
earthbound performance. 


Quite often there is untidiness, snatching 
at phrases, abruptness, dull rhythm. There 
are also some striking touches which a 
pianist of Mme Novaes’s imaginative power 
never fails to provide. The E major 
Waltz, No. 15, is not included in the 
Columbia disc (nor in my edition of the 
Waltzes). A relatively uninteresting piece, 
it turns up again this month in Mr. 
Vitebsky’s Chopin recital considered in the 
adjacent column. A.P. 
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DEBUSSY. Children’s Corner Suite. 
Paolo Spagnolo (piano). Decca 
LW5187 (10 in., 18s. o}d.). 

Gieseking (6/53) 38C1014 

This is quite an ordinary performance of 
the Children’s Corner Suite, not in any way to 
be compared with the magical Gieseking 
version. Since the Suite fits quite easily 
on to a 10-inch LP side, Decca’s MP does 
not offer quite such good value as usual ; 
and for the extra g shillings of the Columbia 
disc, we get an equally bewitching account 
of Schumann’s Kinderscenen. 

I suspect, perhaps wrongly, that the 
Decca engineers have raised the volume 
level during the quiet Jimbo’s Lullaby. While 
obviously there is no fixed level to record 
at, and engineers aim rightly to get as 
much volume into the grooves as is con- 
sistent with clean cutting and tracking (so 
that we should normally play clavichord 
recordings with the controls set much 
lower than usual), yet here, if we start with 
Dr. Gradus ad Parnassum. at a reasonable 
volume, then the Lullaby is too loud. We 
can hardly be expected to jump up and 
adjust settings between items ! 

But perhaps not Decca, 
Spagnolo, is at fault. In several places he 
overlooks Debussy’s markings, misses 
dynamic contrasts in the Golliwogg’s Cake 
Walk, and generally centres the tonal 
range too narrowly around mezzo-forte. 
Curiously, he pedals through the opening 
pipings of The Little Shepherd; and by 
over-pedalling later, takes the point off the 
pert comments on Tristan und Isolde in the 
Cake-Walk. Dr. Gradus ad Parnassum is not 
ideally even. The recording is good. 

A. 


but Paolo 


GRANADOS. Goyescas—Part II. 
Balada: El amor y el muerte 
(Love and Death). Epilogo: La 
Serenata del spectro (The 
Spectre’s Serenade). Nikita Maga- 
loff (piano). Decca LW5179 (10 in., 
18s. o4d.). 

On Decca LXT2goo Mr. Magaloff has 
already recorded, most beautifully, the 
four pieces which make up the first part of 
Granados’s Goyescas and El Pelele, which 
forms an appendix to it. On this new MP 
he completes the set with the two pieces of 
Part II. Like the others, these are magical 
creations, intimate and evocative, and Mr. 
Magaloff plays them with a sensitiveness 
that rises to quiet nobility in the middle 
section of the Balada (the coda to this piece 
quotes a longish section of the much better 


known Lover and the Nightingale). The 

recording is first-rate. A.P 

LECUONA. Andalucia (Suite 
Espagnole). Danzas Afro-Cubanas. 
Danzas Cubanas. Jose Echaniz 
(piano). Nixa WLP5343 (12 in., 
36s. 54d.). 


Ernesto Lecuona (born 1896) is a Cuban 
composer of light music, and is, or was, 
leader of a succéssful rumba band. His 
music—the first suite a Spanish pastiche 
and the other two inspired, if that is the 
word, by the rhythmic and melodic idioms 
of his native island—is harmless, and an 
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occasional piece might not come amiss in 
a recital programme or as an encore. But 
to listen to these two sides straight through 
is not a very rewarding experience. The 
playing is competent, and the recording 
good. A.P. 


KREISLER. Liebesleid ; Liebes- 
freud; Tambourin Chinois; The 
Old Refrain; Sicilienne and 
Rigaudon; La Précieuse; Caprice 
Viennois, Op. 2; Schén Rosmarin ; 
Romance, Op. 4; Praeludium and 
Allegro; Chanson Louis XIII and 
Pavane; Rondino on a theme by 
Beethoven. Julian Olevsky (violin), 
Wolfgang Rose (piano). Nixa 
WLP5346 (12 in., 36s. 54d.). 

Hard on the heels of Campoli’s Kreisler 
recital comes one by Julian Olevsky. In 
my review of the Campoli disc in the March 
issue of THE GRAMOPHONE I attempted to 
explain the background and influence of 
this repertory, which is highly-prized by 
violinists and audiences alike. The extent 
of this may be judged by the seven duplica- 
tions in these two discs. 

Olevsky has a sweet and appealing tone, 
but sometimes he appears to be trying a 
little too hard to be Viennese or whatever- 
it is. The difficulty in following a great 
tradition is to avoid aping it on the one 
hand and monkeying about with it on the 
other hand. Nevertheless, this is a pleasant 
and nicely-planned recital. The piano 
accompaniment is good, and although the 
acoustic may be a little dull for some, it 
has the virtue of throwing the violin into 
higher relief. 


SOWANDE. The Negro in Sacred 
Idiom: Kyrie ; Obangiji; Go down 
Moses; Yoruba Lament; Joshua. 
Fela Sowande(organ). Decca LK 4089 
(12 in., 32s. 44d.). 

This is the sort of music that many 
an organist, weary but not at all ill at ease, 
improvises while the congregation is shuffl- 
ing out—post-Franckian in idiom, forever 
stopping (with a close of the swell box), 
and starting off again, filled with little 
reminiscences of the standard organ 
repertory. What sounds like a meditation 
on the slow movement of the “* New World ” 
Symphony hardly imparts anything dis- 
tinctively Nigerian to the atmosphere. 
The recording, made in the Kingsway Hall, 
gives a faithful representation of organ tone, 
but there is an underlayer of mechanical 
noise, such as we have seldom encountered 
since Decca’s very early LPs. A.P. 


TCHAIKOVSKY. Sonata in G major, 
Op. 37- Romance in F minor, 
Op. 5. Nocturne, Op. 10, No. 1. 
Humoresque, Op. 10, No. 2. 
The Ruined Castle: Scherzo : 
Chant sans paroles from Souvenir 
de Hapsal, Op. 2. Nadia Reisenberg 


(piano). Nixa WLP5330 (12 in., 

36s. 54d.). 
I once met an old lady who drew me aside 
and said in a confidential whisper: ‘‘ Do 


you know the sort of music I like best ? ” 
I said I didn’t. ‘“‘ Quiet music”, she 
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breathed ecstatically, and I suddenly 
remembered her remark as I was listening 
to the Tchaikovsky Piano Sonata. How she 
would have hated it. It seems to have the 
most prolonged /fortissimos I have endured 
for some time, even though the pianist very 
sensibly changes some of them to pianos. 
And there were times as I listened when I 
came to feel that the sort of music I like 
best is short music; this sonata is very 
long indeed, and it is no coincidence that 
the quietest and shortest movement—the 
scherzo—is also the most interesting. Its 
syncopated rhythms are charming and it is 
beautifully written for the instrument. But 
much of the rest is over rhetorical and 
grandiloquent. Possibly another pianist might 
make more of it, but I doubt it; Miss 
Reisenberg seemed to me to play it very 
well, and dealt successfully with some 
formidable difficulties. 

The other side is given over to altogether 
slighter music, and I found these little pieces 
(apart from the Nocturne) rather more 
attractive. The three early pieces that form 
opus 2 are surprisingly full of character while 
the Romance is charming. The Humor- 
esque seemed to me spoilt in this perform- 
ance by too much rubato, but generally 
the playing is excellent. The recording is 
fair only. The piano tone is not as well 
recorded as on the other piano discs I 
have been hearing this month. RF. 


WEBER. Sonata No. 1 in C major, 
Op. 24. Sonata No. 2 in A flat 
major, Op. 39. Annie d’Arco 
(piano). London __L’Oiseau-Lyre 
OL50068 (12 in., 36s. 54d.). 

Both these light and charming sonatas 
gain from the feminine approach, and one 
could wish for no better interpreter than 
Madame d’Arco. One feels that she has 
completely assimilated the Weberian idiom, 
and has brought to bear on her performance 
a strong sympathy with the piano music of 
the early nineteenth century. 

They are not to everybody’s taste, but I 
certainly enjoyed hearing them once again. 
There are occasional places where runs and 
passage-work are not as mercurial as they 
might be, but both performance and record- 
ing are, on the whole, very good. _—D.S. 


BOYE HARP RECITAL. Chaconne in 
C major; Gigue in D minor; 
Prelude in D minor (Handel). 
Aria Rofilis in D minor (Lully, arr. 
Buxtehude). Sarabande d’amour in 
D minor; La Capricciosa in G 
major (Buxtehude). Henrik Boye 
(harp). Decca LW5177 (10 in., 
18s. o}d.). 


Judging by some of the American lists 
in the current issue of Notes, that invaluable 
aid to the librarian and bibliophile, harp 
recitals are coming to the fore. Perhaps 
it has something to do with the A-line, or 
the fact that the harp televises well. Any- 
way, here is a recital devoted to the work 
of two composers, and played with consider- 
able skill and artistry by Henrik Boye. 

He has not been well served by his studio 
engineers, who have managed to pick up 
not only a regrettable quantity of mechani- 
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cal noise, but also the tense, nervous 
breathing of the player himself. Let us 
hope that, as time goes on, the tricky balance 
of such instruments as the harp and the 
clavichord may be successfully brought 
under control. 

I imagine that the source of the six items 
is, in the case of both Handel and Buxtehude, 
the music for harpsichord. Handel wrote 
original harp music in the Concerto, Op. 4 
No. 6, in Esther, and also in a Pastorale, 
Theme and Variations. Henrik Boye’s tran- 
scriptions are nevertheless very artistic and 
pleasing to the ear. Buxtehude’s Aria 
Rofilis can be identified, in the absence of 
a sleeve, as the air “ Sommes-nous pas trop 
heureux, Belle Iris” from Lully’s Ballet 
de I’ Impatience, first produced in 1661. This 
air became very popular in France and in 
many other countries, the generic term 
being brunette, odd as that may seem. 
Buxtehude used the tune for his variations 
for harpsichord, arranged here for the harp 
by Boye. Similarly La Capricciosa is a 
delightful set of variations after the German 
manner, and is thought by some scholars to 
point the way to Bach’s Goldberg Variations. 
An interesting disc in many ways ; certainly 
a novelty, yet very finely played, and marred 
only by the mechanical deficiencies noted 
above. D.S. 


SEGOVIA GUITAR’ RECITAL. 
Prelude; Gavotte; Chaconne; 
Loure (Bach). Minuet in C; 
Andantino; Minuet in D (Sor). 
Canzonetta (Mendelssohn). Prelude 
(Villa-Lobos). Sarabanda (Rodrigo). 
Andrés Segovia (guitar)» Brunswick 
AXTLio69 (12 in., 36s. 54d.). 


Hiding itself title-wise among what looks 
(but doesn’t sound) like a Bach suite is the 
great D minor Chaconne (originally for 
unaccompanied violin), which would have 
been far better placed with a ten-inch side 
to itself. ‘* Originally for unaccompanied 
violin’ I add for identification ; a 1953 
letter of Pincherle’s, dominating the sleeve- 
note, claims on what appears to be most 
insecure evidence that it was in fact 
originally for guitar. But not even Segovia’s 
skill seems to be able to make it fully 
effective on that instrument; it gains, 
certainly, from downward transposition, 
but needs a firmer tread to sustain interest 
over its long span. 

Of the extensive makeweights the remain- 
ing Bach is attractive, the Sor harmless (as 
always), the Mendelssohn (taken from a 
string quartet) a great success. Rodrigo’s 
Sarabanda seems to be of curiously thin 
consequence ; but that he can write a fine 
slow movement for guitar was evidenced 


‘only a few months ago in the London 


International release of his Concierto de 
Aranjuez. The Villa-Lobos Prelude _ is, 
instrumentally, the most effective piece on 
the disc ;_ this degree of know-how stems 
from uniting composer and guitarist in the 
same individual. 

And adding Segovia as interpreter ; for 
in these miniatures his artistry is certainly 
at its best. Brunswick’s recording is at its 
best throughout ; within its long-winded 
field, an immaculate record. M.M. 
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CHORAL AND SONG 


BRITTEN. Saint Nicholas, Op 42. 
Peter Pears (tenor), David 
Hemmings (soprano), Ralph 


Downes (organ), Aldeburgh Festival 
Chorus and Orchestra conducted by 
Benjamin Britten. Decca LXT5060 
(12 in., 36s. 54d.). : 

This Cantata was written for performance 
at the centenary celebration of Lancing 
College (at which school Peter Pears was 
educated) on July 24th, 1948. Mr. Pears 
sang the part of Nicholas at the first per- 
formance, with the composer conducting, 
and the semi-choruses were sung by the 
school choirs of Lancing, Ardingly, St. 
Michaels and Hurstpierpoint. 

Nicholas was one of the most popular 
saints of the Middle Ages, no less than four 
hundred churches being dedicated to him 
in England alone. He is the patron saint of 
Russia and Greece and is universally known 
to children in his disguise of Santa Claus. 
On his feast day, December 6th, parents 
make him (or perhaps one has now to say 
they used to make him) the secret purveyor 
of gifts to their children. 

Eric Crozier has very skilfully and 
imaginatively assembled the few certain 
facts known about Nicholas, and some of 
the many legends, into a little drama of his 
life, divided up as follows. Introduction. A 
moving appeal to the Saint to “ strip off” 
his episcopal glory and show the simple 
man beneath. Nicholas appears and speaks 
of the Faith won by centuries of sacrifice 
that survives to-day, and leads us to worship 
God. Then follows a succession of events 
in the Saint’s life ; his birth, the dedication 
of his life to God, his journeys to Palestine, 
his coming to Myra (the capital city of 
Lycia, his native country) and being chosen 
bishop, his imprisonment under Roman 
rule, the miracle he wrought over the 
pickled boys, his piety and marvellous works, 
his death. 

The work is scored for piano duet, 
organ, strings, and a percussion group that 
includes a gong and a whip. 

The choirs of the three boys’ schools made 
up the main chorus at the first performance, 
with the one girls’ school choir placed in the 
gallery. The record label does not say 
what choirs are included under the general 
title of Aldeburgh Festival Chorus, but 
perhaps the sleeve will provide this informa- 
tion. One would like to know who they 
are in praising their wholly delightful 
performance. 

St. Nicholas was the second work in which 
Britten showed his amazing genius in 
devising novel and varied sonorities from a 
small number of instruments, something 
that becomes evident at the very start of the 
work, The tenor part calls for highly 
professional skill. It is, needless to say, 
beautifully sung and most clearly enun- 
ciated by Peter Pears. For the children and 
the adults in the choir Britten has written 
some enchanting melodies, but also some 
fairly difficult short passages which will put 
them on their mettle, as in the vivid section 
(vith the percussion group brought prom- 
in ntly into action) which describes the 
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storm that overtook the ship bearing 
Nicholas to Palestine. This is a wonderful 
little dramatic picture ending, when the 
storm passes and the sailors are asleep, with 
a deeply affecting prayer by Nicholas for 
‘* all weak, sinful, foolish men”. The stars 
come out as the Saint kneels down and weeps 
with joy as he sees the angels in the sky, 
while the ship sails on safely over a 
calm sea. 

The tranquil close, with the piano 
accompaniment suggesting the passage of 
the ship over the quiet sea and under the 
starry sky, while Nicholas sings his simple 
heartfelt tune, is one of the most beautiful 
things in the work. If I remember rightly 
the dance tune, perfectly in place, that 
signals the birth of Nicholas caused some 
raising of academic eyebrows when first 
heard, but the critics were silenced by the 
lovely invention by which it is six times 
interrupted. 

This gay tune (for voices, accompanied by 
piano and strings) suddenly stops and then, 
to organ accompaniment only, a solo treble 
(representing the young Nicholas) softly 
sings ‘‘ God be glorified ”’: but at the sixth 
and last repetition the solo tenor, now the 
young man Nicholas, sings the words double 
forte. The fresh voices of the children, in 
this section, are most appealing and David 
Hemmings (who created the part of Miles 
in The Turn of the Screw) sings his words of 
praise beautifully. I much liked the 
Franciscan touch of the water in the bath- 
tub welcoming Nicholas, deftly depicted in 
the accompaniment to this verse, and the 
bells ringing him to his baptism at Christmas. 

Nicholas’s consecration as Bishop of Myra 
provides the children with some simple and 
effective music, but the fugato, “‘ Serve the 
Faith ”, that follows, is the one perhaps 
rather conventional passage in the work, 
though it serves the purpose of providing 
some solid choral writing and a good lead 
into the first of the two congregational 
hymns, ‘‘All people that on earth do dwell”. 
This has a descant in the second verse and 
one brilliant excursion, in the orchestral 
accompaniment, out of the key. 

Nicholas from prison is a moving tenor solo 
(but Peter Pears is too good a singer to 
need the support of aspirates in the vocal- 
ised phrases of its last page) and then comes 
a most effective and rather sinister hunger 
march (Nicholas and the Pickled Boys), telling 
of how three vanished boys came near to 
being eaten by their comrades, but were 
restored to life, from the larder, by the 
Saint. They sweetly sing Alleluias that are 
full-throatedly taken up by the choir: and 
the march, losing now all its sinister quality, 
ends in an ebullient outburst. 

The description of Nicholas’s ‘‘ piety and 
marvellous works ” is bound together by an 
exquisite phrase ending each time with a 
luminous chord, like a halo round the Saint’s 
head. His death, as the choir sing his nunc 
dimittis, is preceded and followed by 
powerful music (related’ to the opening 
section) that suggests sainthood is not easily 
come by. Then, as this music fades away, 
the organ softly intones the tune of the 
second congregational hymn, “‘ God moves 
in a mysterious way His wonders to per- 
form ”’, which all sing. 
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The recording, except for a dull vocal 
patch at the start of the Palestine section, 
is well engineered and fully captures the 
spirit of an inspired performance. There is 
no feel of the studio here, and the different 
perspectives are effectively realised. 

I have dealt at some length with this 
lovely. little work because it is music of our 
time, which everyone, however much out 
of sympathy with modern trends, can enjoy 
(and which many could take part in) and 
also because it brings vividly to life, without 
preaching or moralising, the meaning of 
sanctity, in a world that largely forgets, or 
scorns, the name of saint, and sets the mind 
rewardingly to work after it has ceased. 
(Vocal score: Boosey & Hawkes.) A.R. 


RAVEL. Scheherazade: Asie; La 
Flite enchantée ;_ L’Indifférent. 
Trois poémes de Stéphane 


Mallarmé : Soupir ; Placet futile ; 
Surgi de la croupe et du bond. 
Deux mélodies hebraiques : 
Kaddisch; L’Enigme éternelle. 
Suzanne Danco (soprano), Orchestre 
de la Suisse Romande conducted by 
Ernest Ansermet. Decca LXT5031 
(12 in., 36s. 54d.). 
Scheherazade: 
Tourel, Columbia S.O. Bernstein (2/53) 383CX 1029 
This record contains some meltingly 
lovely songs, intelligently and beautifully 
sung by Suzanne Danco, sympathetically 
accompanied by Ansermet, and _ very 
successfully recorded by Decca. In fact it’s 
good. The Scheherazade set paints a delici- 
ously romanticised picture of the east, the 
two Hebrew songs a more realistic one in a 
more genuinely Asiatic style, while the 
Mallarmé songs (which need only a handful 
of instruments for the accompaniment) are 
mistily impressionistic. In each set the 
first song seems to me wonderfully good. 
Of course one can make small criticisms ; 
Danco seems to me a shade too near the 
microphone in Asie and again in the 
Mallarmé songs, and she surely does not 
** float ” the word “‘ Princesse ” at the end 
of Placet futile with the etherial pianissimo 
Ravel presumably wanted. Jennie Tourel’s 
Scheherazade is better balanced, beautifully 
sung, and in every way a fine record, but 
Danco’s performance seems to me just one 
shade more satisfying, though I find it hard 
to say briefly just why. I enjoyed every 
moment of her record; Asie and the 
wonderful climax of Kaddisch have stayed 
in my mind, surviving and outlasting the 
impact of much other music heard since. 
Strongly recommended. 


SLAVENSKI. Sinfonia Orienta. 
Melanie Bugarinovich (contralto), 
Dushan Tzveych (tenor), Dushan 
Popovich (baritone), Zharko 
Tzveych (bass), Belgrade Philhar- 
monic Orchestra with Chorus con- 
ducted by Zhika Zdravkovich. Decca 
LXT5057 (12 in., 36s. 54d.). 

Josip Slavenski, born in Croatia in 1896, 
started life as a baker and then taught 
himself music. He studied in Budapest, 
Prague and Paris,’ taught at music schools 
in Belgrade and Zagreb, and is at present 
professor at the Belgrade Academy of Music. 
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This disc forms part of a series of recordings 
(including Prince Igor) which Decca have 
made in Belgrade. The recording is 
splendidly vivid, the orchestral playing 
assured and vivid, the soloists strong and 
secure, and the choral singing. first-rate. 
‘** Colourful” is the kind epithet for the 
music. 

Though labelled by Decca as Sinfonia 
Orienta, this is evidently the composition 
generally listed as Religiophonia, a “* sym- 
phonic oratorio ” in seven movements, each 
of them concerned with a different sort of 
religion. The sleeve-note has not reached 
me, but in a little brochure which Mr. 
Slavenski issues from Belgrade the move- 
ments are described as : “‘ Pagans, Hebrews, 
Buddhists, Christians, Moslems, Labour (as 
the religion of the present-day man), Music 
(as ideal religion). Words from ancient 
text in the original languages”. Perhaps 
the composer has revised his political beliefs, 
and so his score, for in the recording the 
last two movements seem to be reversed, 
and are now entitled ‘“‘ Musica Polifonica ” 
(which is explained as ‘‘ Free Thought ”’ !) 
and ‘‘ Hymn of Toil ”’. 


The “‘ ancient language ” of the Pagans 
is just “Ha... ha’’, grunted oui strongly 
against an accompaniment of tink-tonk and 
bump-thump. The Hebrew section starts 
with tinkling harp, joined by flute low in its 
register, and then by oboe in a trio, 
gradually thickened by further entries. 
Then a cantor appears on the scene. In 
Buddhists, the temple bells are ringing and 
the young green corn is springing, until 
baritone and chorus strike up with responses. 
The Christians, I fear, are seen in terms of 
Hollywood: ‘‘ Kyries ”’ float like fruit-slices 
in a sweet, synthetic jelly provided by the 
strings. In the Muslim movement a tenor 
invokes Allah in phrases oddly reminiscent 
of Peter Quint on the tower (in Britten’s 
The Turn of the Screw), and then, so it seems, 
Anitra comes on to dance. In ‘* Musica 
Polifonica”’ some very muddled free thought 
goes on, which dies away, as no doubt it 
should, in inconclusive questionings. The 
‘Hymn of Toil” is in conventional style, 
filled with facile fervour. A.P. 


CHORAL RECITAL. Light in Dark- 
ness; Lead Kingly Light (Jenkins). 
Ave Verum (Liszt). Sapphic Ode 
(Brahms). As Torrents in Summer 
(Elgar). Nymphs and Shepherds 
(Purcell). Listen to the Lambs 
(Dett). Weep no more, sad Foun- 
tains; Fierce Raged the Tempest 
(Jenkins). Thy Word is a Lantern 
(Purcell). How lovely is Thy 
Dwelling Place (Brahms). Alexander 
Schreiner (organist), Frank W. 
Asper (organist), Salt Lake Taber- 
nacle Choir conducted by J. Spencer 
Cornwall. Philips NBL5012 (12 in., 
32s. 44d.). 


Jenkins fans will probably enjoy this 
record but I doubt if many other people 
will do so. The first two pieces fill nearly 
three-quarters of side one; they did not 
hold my interest and that is an under- 
statement. On side two Weep no more, sad 
Fountains owes nothing to Dowland except 
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the words (and more’s the pity), while 
Fierce raged the Tempest has a real abomin- 
ation of an organ part. The other pieces 
were no pleasure to me either. Nymphs and 
Shepherds, arranged as an unaccompanied 
part-song, is sung very fast by this large 
choir, with great bumps on the first and 
third beats, presumably in an attempt to 
give the music rhythmic life ; the attempt 
is not successful. Liszt’s Ave Verum is spoilt 
by some flat singing near the start. The 
arrangement of Brahms’s Scpphic Ode as a 
part-song for women’s choir with organ 
accompaniment set me wondering if there 
were a song even less suited to this treatment ; 
I could only think of Moussorgsky’s Song of 
the Flea. In th’s version Brahms’s lovely 
music has the loathsome fascination of 
a cobra practising hypnotism. 


The choir seemed efficient and probably 
did all that was asked of them; the 
trouble was that they were being asked 
to do the wrong things. The recording is 
good. RF. 


HUNGARIAN GYPSY SONGS. I love 
the garden; A girl becomes a 
woman; Why the blond for me ? 
The waters of Maros flow quietly ; 
Nothing, my sweet, nothing; If I 
were rich; There’s only one little 
girl; The corn is growing ripe; 
On Whitsuntide Day; Gloomy 
Sunday; The vast forest is far 
away; The dance begins now; 
Blonde little girl; Blue eyes; If 
you are a blossom, I shall be your 
tree ; Good evening. Sari Barabas, 
Gypsy Orchestra conducted by 
Kalman Lendvay. Beyond the 
River Tisza; Why may the bird; 
Miklos of Nagy Beresceni; You 
are the lad; Pal from Tyukodi; 
The pharmacy; Let us go to 
Debrecen; The Gypsy’s Tent; 
Three salty Pretzels; Wow is 
sundown. Gypsy Orchestra con- 
ducted by Kalman _  Lendvay. 
Philips NBL5011 (12 in., 32s. 44d.). 

I remember Sari Barabas at Glynde- 
bourne as a very decorative but not 
otherwise outstanding Constanza in I 
Seraglio, and she is there again this summer, 
and in better voice I hear. There is a faint 
suggestion of operatic, or at any rate of 
operetta style in her singing of these gypsy 
songs, and this does not really match up 
with the exaggeratedly gypsy style of the 
orchestra. Nevertheless I would not quarrel 
with the performance, which seems to me, no 
expert in this sort of music, to be fairly good. 
These pieces should, I think, be taken in 
small doses and then they would probably 
be enjoyable. But surely there are better 
gypsy songs than these ? And surely Miss 
Barabas should not have chosen so -many 
songs intended for a man. 

The bands on this record bear little or no 
relation to the items on the labels and 
sleeve. Thus there are fourteen items on 
side one but only eight bands. Band five 
starts with a tune Brahms used in one of 
his Hungarian dances (‘“‘ The Waters of 
Maros ’’—sung and played with un- 
expectedly little of the “‘ gypsy ’’ abandon 
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usually foisted on the Brahms version), 
goes straight into another song, and ends 
with a Czardas for orchestra alone. Thus 
it is next to impossible to find the title one 
wants. 


OPERATIC 


BORODIN. Prince Igor. 
Igor Sviatoslavich, Prince Sieversky 
Dushan Popovich (bar.) 
Yaroslavna Valeria Heybalova (sop.) 
Vladimir Igorevich 
Noni Zhunetz (ten.) 
Vladimir Yaroslavich, ) Zharko 
Prince Galitsky ; Tzveych 
Konchak J (bass) 
Konchakovna Melanie 
Bugarinovich (mezzo-sop.) 
Ovlur Drago Petrovich (ten.) 
Polovtsian Girl 
Biserka Tzveych (scp.) 
Skula Dragomir Ninkovich (bass) 
Eroshka Nikola Janchich (ten.) 
Yaroslavna’s Nurse 
Biserka Tzveych (sop.) 
Chorus and Orchestra of the 
National Opera, Belgrade, con- 
ducted by Oscar Danon. Decca 
LXT5049-53 (five 12 in., £9 2s. 34d.). 


U.S.S.R. State Bolshoi Theatre Academy, Melik- 
Pashaev (6/55) MWL32¢-9 


Hard on the heels of the Bolshoi Theatre 
issue of Prince Igor comes this new recording 
from Belgrade which presents the opera 
complete, that is with the Third Act 
included, and no cuts anywhere. This is 
also a recording far superior to the Russian 
one. There is no feeling of the sound being 
boxed in, distortion is rare and only occurs 
in a few loud choral passages, the balance 
is adequate, and the surfaces of the discs are 
excellent. The couplings are automatic, but 
LXT5053 contains all the numbers of Act 2 
up to the end of the Igor-Ovlur scene. 
These are: Chorus and Dance of Polovtsian 
Maidens, Cavatinas of Konchakovna and 
of Vladimir, their duet, Igor’s aria. 


I mention this disc particularly because 
of the magnificent singing of Melanie 
Bugarinovich in the part of Konchakovna. 
It is long since I heard a mezzo-soprano 
with such a velvety, sensuous quality and 
with dramatic power, and it was a joy to 
have the Third Act included in this set, 
not only for its own sake, but because she 
has an important part in it. I hope we shall 
be given a chance cf hearing more records 
of this artist’s thrilling voice. She would be 
a wonderful Amneris. 


. There is not much to choose between the 
two Yaroslavna’s. Both ladies are unsteady 
vocally, but both are well in the skin of the 
part and give generously of their resources. 
Valeria Heybalova sounds more youthful 
than Evgenia Smolenskaya and at the end 
of the second aria manages to float a nice 
soft high B. Noni Zhunetz, not by any 
means a Lemeshey, is a bit tight voiced and 
rhythmically sluggish in his lovely Cavatina 
—I should rate him as no more than 
competent, but that he certainly is—but 
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LA BOHEME (Puccini) 
TEBALDI, PRANDELLI, GUEDEN, INGHILLERI, etc. 
LXT 2622-3 (a) 


AIDA (Verdi) 
TEBALDI, STIGNANI, DEL MONACO, PROTTI, etc. 
LXT 2735-7 (a) 


MADAMA BUTTERELY (Puccini) 
TEBALDI, CAMPORA, INGHILLERI, etc. 
LXT 2638-40 (a) 


LA TRAVIATA (Verdi) 
TEBALDI, POGGI, PROTTI, etc. 
LXT 2992-4 (b) 


MANON LESCAUT (Puccini) 
TEBALDI, DEL MONACO, etc. 
LXT 2995-7 (b) * 


OTELLO (Verdi) 
TEBALDI, DEL MONACO, PROTTI, etc. 
LXT 5009-11 (a) * 


all with THE CHORUS AND ORCHESTRA OF 
L'ACCADEMIA DI SANTA CECILIA, ROME 
conducted by (a) ALBERTO EREDE 
(b) FRANCESCO MOLINARI PRADELLI 
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Dushan Popovich, with a less imposing 
voice than Andrei Ivanov, gives a very 
sincere and dignified performance as Igor. 
Zharko Tzveych, doubling the parts of 
Galitsky and Konchak, gives both of them 
plenty of character, but is apt, as the Khan, 
to spit out his words and to sing almost 
continuously forte ; he has not the subtlety 
Mark Reizen brought to the part. 


The chorus are very good and Oscar 
Danon handles the admirable orchestra— 
the strings are particularly fine—sensitively, 
vitally, and with what seems to me complete 
understanding of the wonderful score. 
There are over four hours of music here: 
but, once more, not for a moment (hearing 
the opera through without a break) did my 
attention wander. 


It may be of use to say that Act 3 (the 
Polovtsian March and Konchak’s aria) is 
on one side of LXT5051 and completed on 
nearly half one side of LXT5050 (Trio 
and Finale). It is a pity it could not have 
been recorded on one disc, even with an 
overlap, so that lovers of this opera who 
possess the Monarch set could add _ this 
to it. : ALR. 


BOITO. L’altra notte in fondo al mare 
from “‘ Mefistofele ’’, Act 3. 


KORNGOLD. Gliick, das mir verblieb 
from ‘‘ Die Tote Stadt”, Act. 1. Joan 
Hammond (soprano), Philharmonia 
Orchestra conducted by Walter 
Susskind. H.M.V. DB21625 (12 in., 
8s. 114d.). 


Admirers of the Australian soprano’s 
warm and finely-poised voice will probably 
be glad enough of this new 78, but it is not 
one of Miss Hammond’s best discs ; not 
for instance on a par with her recent 
Aida-La Wally coupling. 


Margherita’s aria from the prison scene 
of Boito’s Faust opera is sung here with 
pathos for the situation and without 
shrilling (a danger in this extended piece), 
but the style is very uncertainly realised. 
The piece can be sung with an almost 
classical grandeur as Claudia Muzio 
showed: or with really strong dramatic 
intensity as Licia Albanese proved in one 
of the best of modern accounts of it. 
More recently, Rosetta Noli showed how 
effective the scene could sound when sung 
with rather a pale tone colour and almost 
deliberate —_naiveté. Miss Hammond 
achieves no distinction in the vocalises 
which, suddenly clouding with grief, give 
the aria its special dramatic character. 
Frankly she sounds rather “ squally ”’. 


The Korngold song is much _ better. 
This Lute Song for Marietta is one of those 
immediately successful inspirations (another 
is Puccini’s O mio babino caro) which delight 
an audience at first performances. Miss 
Hammond sings it well, though her words 
sound a little indistinct and there is a 
marked irregularity of scale in the singing 
Sometimes: but less, I fancy, than you 
Might hear in most German Mariettas. 
This is the side to prefer. The recording 
and accompaniments are good. P.H.-W. 
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MOZART. 
Serail. 
Selim Pasha Walter Frank (speaker) 
Constanza Maria Stader (sop.) 

Beate Guttmann mg 

) 
) 


Die Entfihrung aus dem 


Blonda Rita Streich (sop. 
Belmonte Ernst Hafliger (ten. 
Sebastian Fischer (speaker 
Martin Vantin (ten.) 
Wolfgang Spier (speaker) 
Osmin Josef Greindl (bass) 
RIAS Kammerchor, RIAS Sym- 
phony Orchestra, Berlin, conducted 
by Ferenc Fricsay. D.G.G. DGM 
18184-5 (two 12 in., 72s. 11d.). 
Kris, Vi2nna P.O. (1/51) LXT2536-8 


Pedrillo 


Decca’s issue of Die Enifiihrung aus dem 
Serail in January, 1951, on three discs, made 
gramophone history, being the first almost 
complete recording of the opera, and the 
first opera to appear on LP. 

The opera was very well cast, with one 
exception, but full enjoyment was pre- 
judiced by the poor balance between voices 
and orchestra, the consistently faint tone of 
the latter (when singing was in progress) 
taking the bloom off Mozart’s lovely scoring 
and proving a constant irritation. 


Playing this recording again, on improved 
equipment, I was glad to find that this 


criticism could be modified as the orchestra > 


is much more clearly heard. The surfaces 
are noisy but, no doubt, in later pressings 
this will have been remedied. 


There was one patch of poor surface on 
my copies of the D.G.G. issue that occurs 
during the “ Moorish ’’ romance sung, or 
rather whispered, by Pedrillo in Act 3; 
otherwise surfaces are excellent. In this 
recording voices and orchestra are exceed- 
ingly well integrated and the ensembles are 
well-balanced. With the two sopranos so 
often singing above the stave there is always 
danger of shrillness and of distortion— 
several instances occurred in the Decca 
recording—but, though Maria Stader’s big 
aria, Martern aller Arten, may give a little 
trouble on some machines at one point, it 
came over successfully on mine (three 
Decca units); and the chord for all 
the voices before Constanza’s last entry 
in the Vandeville-Finale was the only thing 
that caused a mild blast! This is, therefore, 
a fine recording, the best made of any 
Mozart opera so far. 


Three of the singers have been given 
ghost speaking voices (reversing a usual 
process in films), but the singers in the 
Decca set did just as well as these actors 
and, with their minds on singing, were not 
tempted to over-act, as Wolfgang Spier does 
in the part of Pedrillo. He is amusing some 
of the time, but his perkiness becomes a little 
boring (even though the dialogue is more 
heavily cut in this recording). Walter 
Frank’s Selim, on the other hand, is— 
almost till the end of the opera—completely 
inconspicuous. Rita Streich and Josef 
Greind] do very well in propria personna, and 
the slight ‘“‘echo’’ put on the voices 
produces good effect. 

Josef Greindl’s Osmin has all the malice 
that was lacking in Endre Koreh’s singing 
of the part—he was absurdly mild in ‘‘ Ah 


my pretty brace of fellows ’’—and, though 
he gets over the difficulty of the long florid 
passage, in this aria, by using a pocketful 
of ‘‘h’s”” (and so sounding like a bleating 
goat!) his low notes, in this testing aria, 
have splendid resonance and nowhere 
resemble a large bee buzzing in a bottle. 
He is, in fact, a very good Osmin, with 
plenty of tone at the top of his voice as well. 

Martin Vantin is a rather more endearing 
Pedrillo than Peter Klein and certainly 
makes more of his enchanting Serenade, 
perhaps a little too much, as he whispers 
his way (or does his ghost take over ?) 
through the last verse. This is dramatically 
effective and in character, but I should have 
been willing to sacrifice realism to vocalism 
here. 

Ernst Hafliger is a less robust Belmonte 
than Walter Ludwig and not, perhaps, 
sufficiently differentiated from Pedrillo, but 
he is a most musical singer with a voice of 
lovely lyrical quality. His technique does 
not, however, seem equal to the long 
‘*shake”’ in “‘O wie Angstlich” (‘‘ O, 
how anxious ”’), beautifully though he sings 
the aria otherwise. 


Emmy Loose was the least well treated by 
the recording in the Decca set, but, even so, 
Rita Streich’s singing is neater and more 
brilliant in this delightful part. There 
remains Constanza: and who, in these last 
years, has heard a near-perfect rendering of 
this difficult role ? Maria Stader is a more 
mature singer than Wilma Lipp and her 
voice is better centred. She is very appeal- 
ing in Traurigkeit (given in this recording 
without the big cut made in the Decca set), 
attacking the high B flats securely and 
confidently, but not quite overcoming the 
difficulty of the final phrase, which needs an 
Ivogiin or a Claire Dux. Both ladies do very 
well in the concerto aria, Martern aller Artern, 
which has no real place in the opera at all, 
but which we all settle down to enjoy as a 
trial of strength on the part of the unfor- 
tunate soprano—who has only just finished 
the previous aria. The better recording 
favours Maria Stader. 


On points this performance, therefore, 
surpasses its predecessor vocally, instru- 
mentally, and mechanically. 

The listener will notice the perfect 
balance when instruments double the voice 
parts, as for example in the Osmin-Belmonte 
duet in Act 1, and in Osmin’s aria following 
it (Solche hergelaugne laffen), etc. Some lovely 
details: the violins and oboe in the 
** panting heart,” passage in O wie dngstlich, 
the wind instruments in Traurigkeit, the 
violin, flute, and ’cello solos in the long 
orchestral prelude to Martern aller Arten, the 
enchanting sound of piccolo, flute, and 
strings in the accompaniment to Vivat 
Bacchus, and, finally, the deeply moving 
adagio introduction to the Constanza- 
Belmonte duet in the last act. 


A brief cut, by the way, is made in the 
allegro of this duet, and the tenor aria, Ich 
baue ganz auf deine Starke, with which Act 3 
should begin, is replaced with Wenn der 
Freude Thranen fliessen from Act 2—as in the 
Decca recording. Ferenc Fricsay is a first- 
rate Mozart conductor and he has evidently 
intensively rehearsed this performance. His 
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clean attack and his flexible moulding of the 
phrases is a joy, and the orchestral playing is 
superlatively good throughout. My only 
quarrel with him is over the tempo he 
adopts for the Vandeville: it is altogether too 
fast and causes the singers to slur over the 
quavers, and it also makes Osmin’s 
interruption (which is marked in faster 
tempo) less effective than it should be. The 
rest is almost unalloyed delight. ALR. 


STRAVINSKY. The Rake’s Progress. 
Anne Trulove Hilde Gueden (sop.) 
Baba the Turk 

Blanche Thebom (con.) 
Tom Rakewell Eugene Conley (ten.) 
Nick Shadow Mack Harrell (bar.) 
Trulove Norman Scott (bass) 
Sellem, Auctioneer 
Paul Franke (ten.) 
Keeper of the Madhouse 
Lawrence Davidson (bass) 
Mother Goose 
Martha Lipton (mezzo-sop.) 
Chorus and Orchestra of the 
Metropolitan Opera Association 
conducted by Igor Stravinsky. 
Chorus Master: Kurt Adler. Philips 
ABL3055-7 (three 12 in., 1ogs. 44d.). 


The Rake’s Progress, Stravinsky’s first full- 
length opera, and his first setting of an 
English text, was performed at the Fenice 
Theatre, Venice, in September 1951, with 
Elisabeth Schwarzkopf taking the part of 
Anne Trulove, the American tenor Robert 
Rounseville (who played the lead in that 
unfortunate film of The Tales of Hoffmann) 
as Tom Rakewell, Otakar Kraus as Nick 
Shadow, and Jennie Tourel as the bearded 
lady, Baba the Turk. Carl Ebert produced, 
and the composer conducted. The pro- 
duction was subsequently taken to La Scala, 
Milan, and the opera found its way at once 
into many German repertories. The Paris 
Opéra-Comique staged it with notable 
success ; the B.B.C. Third Programme put 
on three studio performances in January 
1953 (with Gwen Catley, Alexander Young, 
Kraus in his original role, and Anna 
Pollak). That autumn the Glyndebourne 
company mounted it at the Edinburgh 
Festival (Elsie Morison, Richard Lewis, 
Jerome Hines, Marina de Gabarain), 
revived this production at Glyndebourne 
itself last year (with Marko Rothmiiller as 
Shadow), and this month will be performing 
it again. The Metropolitan premiére, with 
the cast of the present recording, was on 
May 14th, 1953, with Fritz Reiner as 
conductor and Balanchine as producer. At 
rehearsals Stravinsky presided behind the 
conductor at a little lectern of his own. 
For the recording he apparently moved up 
to the big lectern. 


The opera is described as a “ fable ” and 
it springs, initially, from Hogarth. The 
words are by W. H. Auden and Chester 
Kallman, and their plot is as arbitrary as 
that of The Soldier’s Tale. There is no need 
to recount it here. The libretto is available 
from Messrs. Boosey & Hawkes, price 
as. 6d. The form of the score resembles a 
reduced-scale model after Mozart, with 
shortened arias, and dialogue in seccc- 
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recitative accompanied by harpsichord. 
Neo-classic it is indeed. Bars on end suggest 
former masters: not only Mozart, but the 
whole field of music has been gleaned for 
turns of melody and accompaniment which 
can be put to new use; Monteverdi and 
Bach (the opening of the St. John Passion), 
Gluck, Weber and Schubert enliven a 
score which shows Stravinsky’s eclectic style 
at its most diverse, concise and attractive. 


About the value of the opera there has 
been much controversy. New York 
received it so coldly that the 1953/4 revival 
(under Erede) was withdrawn after two 
performances ; the New York Times and the 
New Yorker gave the work violently hostile 
reviews. After a good many hearings, I am 
inclined to place the opera in the “‘ master- 
piece ” category, and would echo the words 
of the New York critic, James Hinton: “I 
have changed my views several times since 
first hearing The Rake’s Progress. At first it 
seemed merely ‘ interesting ’ ; now, to me, 
it also has scenes of tremendous theatrical 
impact, and the scene in the graveyard 
seems almost as good as the statue scenes 
in Don Giovanni or the Grand Inquisitor 
scene in Don Carlos”. Believing ‘‘ grand 
operas ” of the Troilus and Cressida kind to 
be amiable, tame dodos, and Stravinsky’s 
stage works the most important forward- 
looking ones of our century (O¢edipus Rex, 
The Soldier’s Tale, The Marriage, and now 
The Rake’s Progress are the starting-points 
of the most significant German achievements 
of today), I naturally welcome the British 
issue of these records (which I have known 
for some years in an American pressing) 
whole-heartedly. 


There is not room to argue the merits 
of The Rake’s Progress in these columns, and 
the affirmation above may freely be rejected. 
The opera eschews any overt appeal to the 
emotions ; it is highly artificial, in plot as 
in expression. The pleasure it affords is a 
very purely “‘ artistic”? one. But I believe 
that many people who get to know the work 
from these records (and the Glyndebourne 
broadcasts) will find that the music “ gets 
under their skin’, and eventually moves 
them to feel a pleasure as keen and intense 
in kind as that produced by the operas of 
Mozart. 


The recording is much better in the 
English edition than in the American. The 
performance is first-rate. The orchestra 
plays with a wonderful justness and precision, 
and the keenness and cleanness of playing 
and recording produce just that exactness of 
effect which must have been Stravinsky’s 
intention. The pungency of the sound, 
notes struck distinctly and exactly in tune 
and in time, recalls the Glyndebourne 
acoustic and the best Glyndebourne per- 
formances. The singing parts, which are 
predominantly lyrical in style, are beauti- 
fully done. 


Mack Harrell is the outstanding member 
of the cast. His scrupulous adherence to the 
values of notes and rests, his wide-ranging 
vocal colour (I have never heard any other 
Shadow manage the gradations of quasi 
mezza voce, modo ordinario, quasi sotto vace, etc., 
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of the Graveyard Scene so skilfully), are 
quite exceptional. Eugene Conley is 
wonderfully strong, clean and true as Tom 
Rakewell. Generally I enjoy American 
accents, but Mr. Conley has some rather 
pinched, narrow, ugly vowels in words like 
“copy”, ‘‘ doctors”, “fateful”, ‘ wut 
wages ”’, which displease. Sometimes he 
sings rather too loudly (notably at the close 
of the Graveyard Scene—but here I think 
the orchestra, too, is rather loud), yet one 
can forgive everything for his sureness, his 
free, ringing tone (so unlike that of English 
tenors), and his remarkably expressive 
singing of the touchingly beautiful aria, 
“ Love, too frequently betrayed ”’. 


No other Anne that I have heard has 
captured the radiant beauty of Elisabeth 
Schwarzkopf in the first performance, heard 
over the air. The cabaletta of the aria has 
always sounded rather disappointing (the 
weakest thing in the score) except when 
sung by Mme Schwarzkopf. But Hilde 
Gueden is a good interpreter of the part—a 
little over-weighted by her Tom, a little 
uncertain in her English pronunciation, 
inexact here and there, but on the 
whole highly enjoyable. 


Blanche Thebom, as Baba the Turk, 
indulges in a few of those mezzo manner- 
isms such as often make us squirm at Covent 
Garden, but basically the voice is a well- 
focused, attractive one. Trulove and the 
Keeper of the Madhouse are sung by those 
wonderfully rich-voiced comprimarii such 
as we long to hear at Covent Garden, and 
never do. Paul Franke makes an accom- 
plished auctioneer, but his natural tessitura 
seems to lie a little lower than the role 
— and he puffs some h’s into the 
ine. 


The American accent makes a very 
funny effect in some of the choruses ; as 
the company of whores enunciate the word 
“curious” they suddenly stop being 
London ladies of the town, and the mind 
boggles at an involuntary picture of a 
party of midwestern Mommas disporting 
themselves. In the Auction Scene their 
diction is exemplary, but elsewhere they 
would drop a few points to Glyndebourne. 


But the total effect is of pleasure almost 
unalloyed. The sounds of London outside 
the window (in “ Vary the strain”), the 
gurgling which accompanies Baba as she 
pokes her head from the sedan-chair, and 
the magical timbres to which the stones- 
into-bread machine is wheeled on, are 
three strikingly successful pieces of recorded 
colour. (There are incidentally some 
touches of pre-echo towards the end, but 
nothing like the disturbingly obtrusive pre- 
echoes found on the American discs.) 
People have complained that the characters 
of The Rake are but puppets: so they may 
seem, until we have identified the music 
with them. Then we love sweet Anne, so 
true, modest and faithful ; the big-hearted 
Baba; Tom, the ‘“‘ shuttle-headed lad ”’. 
The power of this music grows with every 
hearing. How strange that Sadler’s Wells 
should have neglected it, and have 
mounted The Consul! AP. 
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ALBENIZ : Iberia & other Spanish music (LSO—Poulet) . ww. «32/4 
AUBER Ovts—Masaniello & Fra Diavolo (Paris—Wolff) _... 
AUBER Ovts—Bronze Horse & Crown Diamonds (Wolff) .. 
BALAKIREV : Thamar/R.-KORSAKOY : Ivan the Terrible (Ls0) 
BALLET : Nights at the Ballet (Covent Garden Orch.) 
BALLET : Spectre de la rose & D. Quixote : Pas de deux (NSO) | 
BEETHOVEN : Symphony No. 3, Eroica (Berlin P.—van Kempen) 
BEETHOVEN : Symphonies 4 & 2 (N.B.C. Sym.—Toscanini) ane 
BEETHOVEN : Symphony No. 5 (Concertgebouw—Kleiber) 
BEETHOVEN : Symphony No. 6 (Concertgebouw—Kleiber) 
BEETHOVEN : Symphony No. 7 (Philharmonia—Karajan) 
BEETHOVEN : Symphonies 8 & 5 (N.B.C. Sym.—Toscanini) _.. 
BEETHOVEN : Symphonies 9 & | (N.B.C. Sym.—Toscanini) Q).. 
BEETHOVEN : Leonora Overtures | & 2 (VPO—Krauss) ws 
BEETHOVEN Ovts—Leonora 3 & Fidelio (VPO—Krauss) 
BERLIOZ Ovts—B, Cellini/Beatrice & Benedict (Denzier) ... 
BORODIN : Symphony No. 2/Caucasian sketches (Kletzki) 
BRAHMS : Symphony No. | (Philharmonia—Cantelli) 
BRAHMS : Symphony No. 3 (N.B.C. Sym.—Toscanini) 
BRAHMS : Symphony No. 4 (N.B.C. Sym.—Toscanini) 
BRAHMS Ovts—Academic Festival & Tragic (van Beinum) 
CHOPIN : Les Syiphides ballet (Covent Garden Orch.) ... 
DVORAK : Symphony No. 4 (Philharmonia—Sawallisch) ... 
DVORAK : New World Symphony (N.B.C. Sym.—Toscanini) 
DVORAK ; Slavonic Dances 1-10 (Philharmonia—Malko) ... 
DVORAK : S. Dances | 1-16/GRIEG : Lyric suite (P.—Malko) 
bar rope “Sylvia ore : Sepewees Orch. —Fournet) . 
Be ey MS : Haydn Variations NBC—Toscanini) 
ENGLI: erfect ce Ml ne Lad/Tintagel, etc. (LPO) ... 
DESUSSY : : Prelude al’apres-midi/RAVEL : Aiborada (Ansermet) 
FALLA : Amor Brujo/Three-cornered Hat (Berlin—Lehmann) ° 
GRIEG : Peer Gynt suites (Hague Phil.—van Otterloo) 
HANDEL : Water music & Fireworks music (BBC—Sargent) 
HOLST : The Planets : suite (Philharmonic—Boult) 
HONEGGER : Pacific 231/DUKAS : Apprenti Sorcier (Ansermet) 
AHLER : ee aed No. 8 (Rotterdam Phil.—Flipse) (2) 
MENDELSSOHN : Italian Symphony (RPO—Beecham) . 
MOUSSORGSKY : Pictures at an Exhibition (R. Kubelik) 
MOZART : Haffner Symphony & Sinf. Concertante, K364 (Blech) 
MOZART : Jupiter Symphony & Serenata notturna (Newstone) .. 
MOZART : Sinf. Concertante, K297/Eine Kleine Nachtmusik 
OFFENBACH : Gaite Parisienne (Covent Garden—Susskind) .. 
OVERT URES : 1812, Oberon, & Zampa (Philharmonia—Malko) .. 
OVERTURES : Barber of Seville/Merry Wives (Suisse—Olof 
PHILHARMONIA CONCERT: 3-cornered Hat/PROKOVIEV: 
Classical, etc., etc. ... ose 
eevee Bolero & Tombeau de “Couperin (French—Cluytens) 
RAVEL : Daphnis & Chloe, complete ballet (French—Cluytens) ... 
RIMSKY-KORSAKOV: Capriccio espagnole/DEBUSSY: Prelude 
a l’apres-midi (Halle—Barbirolli) .. oe 
ROSSINI : Boutique Fantasque : ballet ‘(Philharmonia Orch. we 
ROSSINI Ovts—Wm. Tell/Semiramide (van Beinum) 
ROSSINI Ovts—Gazza Ladra/Scala di Seta (van Beinum) ... 
RUSSIAN : Polovtsian Dances/Romeo & Juliet/Bare Mountain 
SAINT-SAENS : Carnival of Animals (Belge—Andre) ane 
SCHUBERT : Great C major Symphony (Halle—Barbirolli) 
SCHUBERT : Symphonies 4 & 5 (London Players—Blech) - 
wa oy Unfinished Sym. aoraneetaeaste 8th Sym. 
Beecham sale pe ae 
eee ati Carnaval/CHOPIN : “Sylphides (Covent Garden 


SIBELIUS: Symphony No. | (LSO—Collins) 
SIBELIUS : Symphonies 3 & 7 (LSO—Collins) ‘ 
SIBELIUS : Symphony No. 4 & Tapiola (Philharmonia—Karajan) .. 
SIBELIUS : Symphony No. 5 & Finlandia (Philharmonia—Karajan) 
SIBELIUS : Swan of Tuonela/Lemminkainen’s Return (Jensen) 
SIBELIUS : Finlandia/GRIEG : Elegiac melodies (Tuxen) .. ° 
. STRA USS: Vienna Woods/Blue Danube, etc. (Vienna S. °. zo 
. STRAUSS : Don Juan/WAGNER : Twilight : scene (Toscanini) 
TCHAIKOVSKY ‘YY : Symphony No. 4 (Philharmonia—Karajan) 
TCHAIKOVSKY : Symphony No. 5 (Philharmonia—Karajan) ” 
TCHAIKOVSKY : Symphony No. 6, ‘Pathetique’ ae 
TCHAIKOVSKY : Manfred Symphony (Philharmonia—Karajan) .. 
TCHAIKOVSKY : Swan Lake Ballet (Philharmonia—Irving) 
TCHAIKOVSKY : Sleeping Beauty & Swan By e (Phil.—Karajan) 
SUPPE Ovts—Poet & Peasant/Pique Dame (LSO ese 
VAUGHAN WILLIAMS : Sinfonia Antartica dP Bout) 
VAUGHAN WILLIAMS : Job : a masque (LPO—Boult) 
Warreae: Dutchman Ovt/Ride ‘of Valkyries (VPO) ene 
ALTON : Facade suites (LSO—Irving) 
WARLOCK : Capriol & Serenade to Delius (Boyd Neel) . 


Send s.a.e. for Recommended List One (78 r.p.m. vocals) 








Always in stock at 
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DEALERS may obtain IMMEDIATE supplies of 
MONARCH records from : 
APPLETONS (NEWCASTLE) LTD., 
96 New Bridge Street, 
Newcastle upon Tyne 1. 
Newcastle 2-7651 


DUWE (WHOLESALE) LTD., 
GPO Box 210, 
37 Lever Street, 
Manchester 1. 
Central 5266 


SELECTA GRAMOPHONES LTD., 
50 Southwark Bridge Road, 
London, S.E.1. 
Waterloo 7601 


SOLOMON & PERES, 
52 Donegall Street, 
Belfast. 
Belfast 31616 


SOLOMON & PERES, 
2 Dame Lane, 
Trinity Street, 
Dublin, Eire. 
Dublin 72384 


THOMPSON DIAMOND & BUTCHER LTD., 
5/9 University Street, 
Tottenham Court Road, 
London, W.C.1. 
Euston 3484-3494 


THE JAMES QUALITY RECORDING CO. LTD., 
Monarch Recordings, 
28 Buckingham Street, 
London, W.C.2. 


Please put us on your mailing list. 


cee ee ee ee ee a i a a a a ee ee 





The GRAMOPHONE July, 1955 


XXVIII 











The Garrard Model 30! Transcription Motor is recognised as 

supreme in its class. With its introduction, a hitherto 

unattainable standard in the manufacture of High Fidelity 
Gramophone Components has been reached. 

Features that the enthusiast will appreciate are the sup- 
pression of switch clicks, the extra heavy balanced turntable 
and the very fine degrees of speed control available . . . all 
three speeds, 78, 45 and 333 r.p.m. can be adjusted by 
approximately 2} per cent. 

Wow and flutter have been reduced to the minimum, being 

less than 0.2 per cent and less than 0.05 per cent respectively. 

The unit is equipped for dual voltage ranges of 100 to 130 and 

200 to 250 volts, 50 or 60 cycles, according to the motor ; 
pulley fitted. 
The Model 301 is finished in high quality grey tone enamel, is 

fully tropicalised and is supplied complete with a plastic 
stroboscope, a tube of special grease, all fixing screws, washers, 

template and instruction manual. 


Supplies of the Model 301’ are limited ..... see your Dealer now 


ARM THE GARRARD ENGINEERING AND MANUFACTURING CO. LTD. 
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VERDI. Eri tu che macchiavi from 
“Un Ballo in Maschera”. Ford’s 
Monologue from “ Falstaff”. 
balen del suo sorriso from “Il 
Trovatore”. Parisiamo ; Cortigiani, 
vil razze dannata from “ Rigoletto ”’. 
Iago’s Credo from “Otello”. Di 
Provenza il mar, il suol from “ La 
Traviata’’. Death of Rodrigo from 
“Don Carlos”. Robert Weede 
(baritone), Concert Arts Orchestra 
conducted by Nicholas Rescigno. 
Capitol CTL7080 (12 in., 36s. 54d.). 


This generous recital of great Verdian 
arias for baritone introduces a singer new 
to us, who is said, as one can believe, to 
have had great success in America north 
and south. The recording is excellent ; 
the playing of the orchestra lively and firm. 
Mr. Weede is one of those true Verdi 
baritones, as far as range and temperament 
go. His production includes more vibrato 
than I personally like, but that is a purely 
subjective judgment ; stylistically, I wish 
he could have avoided that final running 
push on a note such as one finds at the end 
of the difficult ‘Il balen ” from Trovatore ; 
and how pleasant it would have been if the 
strong, dark intense jet of tone could have 
keen fined down now and again to a 
genuine diminuendo, say at the end of the 
first stanza of “Di Provenza”. On the 
other hand, I think that in the theatre we 
would settle for performances which if not 
super subtle (see Iago or Ford) are still 
remarkably vital. This is one of the least 
stodgy accounts of “‘ Pari siamo” I have 
heard for some time and I was genuinely 
disappointed when, at the end, the piece 
had to be brought to a false close instead of 
rushing headlong into the joyous duet when 
Rigoletto greets his daughter. On the 
showing of this record, I would not put the 
singer among the really front line baritones ; 
but he is far from negligible. The opening 
of ‘“ Cortigiani” suggests that his 
Rigoletto must be thrilling and the baritones 
who can convey the nobility of Posa’s death 
in this fashion are not common. Mr. 
Weede must surely be a very fine Amonasro, 
a role not represented here. P.H.-W. 


WAGNER. Starke scheite mir Dort 
(Closing Scene) from “ Gétterdam- 
merung ”’. Weh’, ach wehe! dies 
zu dulden! (Isolde’s Narration and 
Curse) from “ Tristan and Isolde ”’. 
Martha Médl (soprano), Johanna 
Blatter (mezzo-soprano), Orchestra 
of the Stadtische Oper, Berlin con- 
ducted by Artur Rother. Telefunken 
LGX66036 (12 in., 36s. 54d.). 

In reviewing the recording of the Love 
Duet from Tristan und Isolde, sung by 
Martha Médl, Johanna Blatter, and Wolf- 
gang Windgassen, with the above con- 
ductor and orchestra (2/54), I expressed the 
hope that we might hear Médl’s Isolde in 
happier circumstances, since a poor balance, 
unduly exposing the voices and reducing 
the orchestra to an indeterminate noise 
most of the time, robbed the disc of any 
artistic value. 


Chis hope has not been fulfilled: and 
presumably the disc now issued was made 


The GRAMOPHONE 


under the same conditions, for the voices 
are as loud as before, and from what one 
can hear the internal balance of the 
orchestra is not good, nor is the playing at 
all distinguished. Médl is apt to rush at 
some of her climactic notes and is evidently 
taxed by the closing phrases of Briinnhilde’s 
apotheosis, to which neither singer nor 
conductor are able to impart the noble 
radiance we were given in the Flagstad- 
Furtwangler recording, but there are some 
moments in which this fine and intelligent 
artist shows her true quality. Her naturally 
dark tone tells well in the sustained notes of 
Isolde’s brooding phrase ‘‘ Ungeminnt— 
den hehrsten mann” (‘I unloved—the 
peerless man ”’) and in Briinnhilde’s appeal 
to the gods, ‘“‘Oh ihr, der Eide ewige 
Hiiter”” (‘Ye gods who guard our 
pledges ”). These are both quiet passages, 
and one might quote others equally good, 
both in the Narration and in the Closing 
Scene, and also some that are dramatically 
fine ; but the sum total of these do not 
serve to allay one’s disappointment and 
irritation at the bad balance. 

Johanna Bilatter’s insensitive singing as 
Brangaene, as in the earlier recording, does 
not suggests that she realises what lovely 
music Wagner has given to this character, 
and even with a better perspective it would 
remain deficient in tonal variety. A.R. 


WAGNER. Steuermann, lass’ die 
Wacht (Act 3); Summ’ und 
brumm)’ du gutes Radchen (Act 2) 
from “The Flying Dutchman”. 
Treulich gefiihrt (Act 3) ; Gesegnet 
soll sie schreiten (Act 2) from 
** Lohengrin ”’. Sabine Zimmer 
(mezzo-soprano), Chorus and 
Orchestra of the Stadtische Oper, 
Berlin, conducted by Hansgeorg 
Otto. Telefunken TM68042 (10 in., 
18s. o}d.). 

This must be a parcel of the least 
neglected choral music ever recorded. 
They are generous excerpts ; the Sailors of 
The Dutchman and the “* Here she comes. . .”” 
crescendo outside the Minster in Lohengrin 
are long enough to make us feel right 
inside the opera. Last November in Berlin 
I did not think the municipal opera chorus 
in the flesh measured up to ours at Covent 
Garden ; but this alters my views about 
them. The singing is strong and fresh and 
is captured with depth and clearness. The 
soprano in the spinning chorus is not above 
average. A sound bargain.  P. H.-W. 


CLASSICAL REISSUES 


There is only one orchestral record this 
month, an MP deriving from two different 
LP Delius records by the London Symphony 
Orchestra under Anthony Collins, and 
containing the Song of Summer and Summer 
Night on the River (Decca LW5173)—very 
beautifully recorded, and if without Sir 
Thomas’s ultimate finesse, nevertheless 
enjoyable. 

Decca 71081 presents in 7-inch compass 
the sort of singing which Decca thought 
suitable for the high-spirited Duke of 
Mantua in Rigoletto. Mario del Monaco 
blusters his way through ‘‘ Questa o 


, Aida 
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quella” and (with ludicrous result) ‘‘ La 
donna é mobile”. He is not even always 
in tune. On the other side comes a 
badly balanced quartet, where Signor 
del Monaco is joined by Hilde Giiden, 
Giulietta Simionato and Aldo Protti. The 
tenor turns up again in beefy performances 
of the Prologue (/) and “ Vesti la giubba ” 
from Pagliacci, on 71077. 


Decca 71080 brings the “ Hallelujah 
Chorus ”’ and “‘ Behold the Lamb of God ”’. 
These are from the complete Decca 
Messiah, with the London Philharmonic 
Choir and Orchestra under Sir Adrian 
Boult. In both choruses the recording of the 
choir struck one of its less vivid patches. 
I think the “‘ Hallelujah ” a little lacking in 
brightness and vigour, but Sir Adrian’s 
solemn handling of the other chorus is 
finely impressive. ‘‘ He was despised ”’, 
from the same recording, and “ O rest in 
the Lord ” from Elijah are sung by Norma 
Procter on 71082—thoughtful but not 
tremendously interesting versions. 


Those who collect operatic choruses will 
find extracts from Carmen and Aida on the 
MPs LW5183 and LW5184 respectively; 
both come from the complete Decca 
recordings. The Carmen disc opens with the 
Choeur des Gamins, and then has the 
Choeur des Cigariéres. On the other side 
we have “ Quant au douanier ” from the 
Smuggling Scene (in which, of course, 
Frasquita, Mercedes and Carmen are 
prominent, though their names are not 
given on the label) and finally the opening 
of the last act, fading away inconclusively 
before Escamillo’s first words. Rather 
rough, but idiomatic, singing from the 
Opéra-Comique chorus under Albert Wolff. 

The Aida disc is a very fine piece of large- 
scale recording. We start with the send-off 
to Radames, the big ensemble ending with 
the words “‘ Ritorna vincitor!” in which 
(Tebaldi), Amneris (Stignani in 
tremendous voice), Radames (del Monaco), 
the King (Dario Caselli) and Ramfis 
(Fernando Corena) are all prominent, and 
receive due credit. Then we move to the 
second half of the Temple Scene, with 
Ramfis’s recitative and ‘‘ Nume, custode e 
vindice ”’. The other side is all the Triumph 
Scene—the Grand March, the Ballet, and 
the Entry of the victorious troops. Wonder- 
ful recording, but some slightly off-pitch 
(though confident) trumpetings. Aas 


POETRY AND DICTION 


BEAUMARCHAIS. Le Barbier de 
Séville, with Jean Weber, Jean Piat, 
Micheline Boudet, André Brunot, 
Darry Cowl, A. Lurville, Robert 
Pizani, Totah, Roger Weber. Music 
played by M. Landowsky. Directed 
by Max de Rieux. London Inter- 
national TW91058-9 (two 12 in., 
72s. 11d.). 


Those who are interested in comparing 
the relative virtues of opera and spoken 
drama as a means of expression—and there 
must be many such among readers of THE 
GRAMOPHONE—have here a chance to 
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experiment. Take, for instance, the scene 
where, with many sighs of relief, Basile is 
finally wished ‘ Bon soir ”’ (half an inch in, 
side 3 of present issue) and compare with 
it the scene where the ensemble repetitions 
of ** Buona sera, buona sera ”’ in the opera 
which Rossini wrote on this play thirty years 
later build up into one of the supreme jokes 
of the stage. 

But of course that is only half the battle. 
Here, the characters express themselves 
much more copiously than is possible in 
opera. So close to the microphone, too ; 
you may think “too copiously’ some- 
times. Still, it is a very spirited rendering, 
especially from Jean Weber, Jean Piat and 
Micheline Beudet, who take the parts of 
Almaviva, Figaro and Rosine respectively. 

Written in 1775 this, the first of the great 
Beaumarchais trilogy, had a struggle to see 
the footlights. The Italian company rejected 
it because they thought it a skit on their own 
leading actor, who had been a barber in 
fact! The Comédie Frangaise, though 
eventually playing it, looked askance at the 
left wing sentiments of the egalitarian 
factotum. Originally it would have had 
some music interpolated, so the little 
preludes to scenes are quite in order here. 

This seems to me like a superior broadcast 
of the play. You would need a text unless 
you were familiar with the action. 

P.H.-W. 


LEURS DEBUTS, Volume I. Jean 
Sarment tells of his career with 
extracts from ‘ Mariage d’Hamlet ” 
with Jean Sarment and Marguerite 
Valmond. Poems by Jean Sar- 
ment: Loire; Fable sans 
moralité; L’homme en pour- 
point ; Propos décousus d’un 
jeune homme; Priére. Read by 
Jean Sarment. Directed by Max de 
Rieux. London International 
TWo1066 (12 in., 36s. 54d.). 

LEURS DEBUTS. Poems by Pa 
Fort. Envoi de poémes. Read by 
Blanche Corberie. Ronde autour 
du monde. Read by Germaine 
Tourangelle. Premier rendez-vous 
au Square Monge; Le Bal Bullier. 
Read by Pierre Bertin. La chapelle 
abandonnée; Comme hier; L’air 
de la beauté fidéle; Chanson des 
pseudonymes; Pour les petits 
enfants; Pluie et neige; Ballade 
d’Antoine Canard. Read by Max de 
Rieux. La France. Read by Paul 
Fort. Directed by Max de Rieux. 
London International TW9106g9 (12in., 
36s. 54d.). ; ; 

Leurs Débuts is obviously to be a series ; 
rather as the B.B.C. Third Programme 
might get hold of a dozen or so famous 

contemporaries who would read us a 

twenty-minute script on their start in life 

and in art, followed by readings from their 
works. These examples, excellently 
recorded by the way and without the 
speaking voices anywhere catching the 
microphone, are strictly of interest to those 
who follow spoken French or who are in 
process of learning to do so. The personal 
reminiscences vary greatly in interest and 
only the most fanatical admirers of the 
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poets concerned will, I ihink, care to hear 
them over and over and over again. 
Jean Sarment tells us quite interestingly of 
a serious and rather ordinary childhood in 
Nantes and presently reaches one of his 
plays, from which an imaginary scene in 
the afterworld between Hamlet and the 
moon on the night of Hamlet’s imaginary 
wedding brings in a variety of voices which, 
frankly, one was beginning to long for— 
after some “‘ quarters of an hour ” with the 
master’s own speedy recollections. On the 
other side the poems themselves bring out 
much the better part of the author. There 
is always great fascination in hearing a poet 
read his own verses. 


Paul Fort only reads one of his poems, 
“La France”, in an accent which a 
foreigner notices without daring quite to 
place’. M. Fort does not indulge in 
reminiscences. I found “‘ Le bal Bullier ”’, 
a wonderful descriptive piece, perhaps the 
most exciting, and Pierre Bertin reads it 
full out in the French style of the 
diseur who knows how to bind spells on an 
audience. M. Rieux himself too is 
excellent (as we know from how many 
commentaries on operettes) in some of the 
shorter pieces. I think I need not say 
more ; for obviously those in search of real 
French poetry will not overlook these 
issues. Of limited appeal, they are good of 
their kind. P.H.-W. 


BAND 


MARCHES OF FRANCE, Volume I: 
Napoléon Bonaparte. Pas 
Accéleré; Le Champ d’Honneur ; 
Rigaudon des Manchots; Batterie 
d’Austerlitz; Marche des Bonnets 
a Poil; Salut des Aigles; Pas 
Cadence; Marche des Eclopes; 
La Grenadiére; Marche de la 
Garde Consulaire & Marengo; 
Retraite. Musique des Gardiens 
de la Paix conducted by Désiré 
Dondeyne. London International 
WBVo!1101 (10 in., 27s. 34d.). 


The Napoleonic Era saw a rapid develop- 
ment in military music, which was not 
behindhand in responding to circumstances. 
For Beethoven as a young man the military 
band was a chamber-music combination— 
pairs of oboes, clarinets, horns, and bassoons 
plus percussion ; for Beethoven as an old 
man it had been added to by every avail- 
able wind instrument and then multiplied, 
for massed band occasions, up to a maximum 
recorded 99 performers. The great parades 
and Revolutionary celebrations, _ the 
National Fétes, necessitated all this; and 
the present record gives an absorbing 
selection of the more strictly military music 
that must have been played on them. 


It would not have sounded quite like 
this; the Musique des Gardiens de la 
Paix plays arrangements for modern military 
band, and unfortunately plays them no more 
than serviceably. But that does not detract 
substantially from the interest of the record; 
and may, anyway, be partly balanced by 
consideration of the high standard of 
recording. 
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The music is military, but does not by 
any means consist entirely of marches for 
marching, as the title might be thought to 
imply ; or if the marches were for marching, 
then that marching must have been most 
un-Napoleonically erratic. Nowadays large- 
scale marching is expected to be erratic, 
as a matter of physical necessity ; no one 
tempo or length of pace can possibly be 
right for both men and women. Since the 
day military life was rendered at once 
more supportable and more unpredictable 
by its flowering into ambisexuality, a 
bandmaster’s setting of tempo has wavered 
continuously according to the relative 
importance in his mind at the moment of 
adherence to regulations, of the claims of 
gallantry, and of the often over-riding 
importance of getting the whole thing over 
as quickly as possible. 


But even so, no modern variations are 
as startling as some of those on this record. 
A great help must then have been the 
physical compulsion of the sound of the 
massed percussion. Napoleon’s army dis- 
posed altogether of over 300 drummers ; 
and though you would scarcely wish ‘to 
reproduce that sound at its original 
dynamic level in your study or drawing- 
room, the present disc, scaled down both 
in original and in reproduction, does give 
a strong impression of how compelling 300 
drummers might be. There are many 
extended passages for drums alone, some 
clearly to accompany French military 
ceremonial with which few of us will be 
familiar. They are, however, far from being 
the least interesting part of this absorbing 
record ; and they alternate with much 
equally historic music. M.M. 


SOVIET RECORDS 


The list of a hundred records or so of 
Soviet popular and folk music that Collet’s 
Holdings have recently issued contain little 
music known to us. A duet from Verdi’s 
Rigoletto finds itself in the strange company 
of The Dnieper Cossack beyond the Danube, an 
opera by one Gulak-Artemovski. Some of 
the folk songs made familiar by the Don 
Cossack Choir are here: but the songs are 
drawn from a wide field and include those 
of a number of national minorities— 
Ukranian, Armenian, Georgian, Kirghiz 
and Central Asian. 

The two sample discs I have been sent 
are by the Armenian Radio, and Ukranian 
State Bandore Choirs. A bandore, in use 
in England in the sixteenth century, was a 
plucked instrument strung with wire and 
of the cittern family, but just what form it 


-takes in Russia to-day I do not know. It 


makes a pleasant sound. The Ukranians 
sing with enormous gusto: and sitting here 
writing about them (pale and weary with 
no sunshine and no trains), listening to their 
merry making, I felt quite invigorated. 
There seems to be plenty of vitality in the 
Armenians, too, though the music—Chem-u- 
chem and Tzolaki are the unrevealing titles 
of the songs,—is less immediately attractive. 
The question of titles is important. Collet’s 
will have to try and supply some details— 
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My guy’s come back MGM 3053 
Chelsea MGM-SPC 2 
Chee-chee-oo0-chee MGM 3059 
Could it be (Doucement, Doucement) 
MGM-SPC3 


AMBROSE and his Orchestra 





Whistling Willie MGM 3068 
Get Happy MGM-SPC4 





AMALIA RODRIGUES 


Os 8 Maiores Exitos 


Sings eight popular hits including Coimbra 
and El Negro Zumbon. 
COLUMBIA 33CS.1 





JOSEPHINE BAKER 


Piel Canela; J’ai lu dans les étoiles; Dans mon village; C’est ¢a le vrai bonheur; 
Ma Tonkinoise; Sur deux notes; C’est Lui; 





J’ai deux amours. 
COLUMBIA 33CS. 2 





ADALBERT LUTTER 


Plays Waldteufel Waltzes PARLOPHONE 
Barcarvle — Sirenenzauber WMSP. 50001 


Plays Popular Tangos 

Egan—Rote Rosen, rote Lippen, rote Wein—Peter —Am Strande von Havanna—Wo 

findet mein Herz eine Heimat? Alte Lieder, traute Weisen WMSP. 50000 
PARLOPHONE 
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AN EVENING AT BERN’S 


Comparable with the famous Smdrgasbord, Swedish speciality dish, is this Long Play 
record of famous melodies to be heard at Bern’s —Stockholm’s most popular restaurant. 


The musical entertainment provided at this well-known rendezvous is as famous as its 
cuisine. A collection of the most frequently requested numbers, specially selected by 
Hans Busch, is made available here in record form, providing music for listening, and 
for supplying the perfect atmosphere for that very special evening meal. 

*“*HIS MASTER’S VOICE” SDLP. 1001 


E.M.I. INTERNATIONAL LIMITED - HAYES - EXPORT DISTRIBUTING ORGANISATION FOR 





“HIS MASTER’S VOICE” - COLUMBIA - PARLOPHONE -. M.G.M. AND ANGEL RECORDS 
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Of all the different bases that are used for magnetic recording tapes, 
none can match the precise uniformity of cast cellulose acetate. ‘Scotch 
Boy 111’, with its cellulose acetate base, offers recordists the most 
exact uniformity of response that any tape can provide. ‘Scotch Boy 111’ 
is the best of all tapes for high-precision recording, whether of voice, 
instrument, or mechanical sound. 


For laboratory experiments that require the utmost uniformity of 


response ‘Scotch Boy 111’ is the natural choice: at 1000 c/s its output 





Photo and oscillograph of Cy Laurie playing a characteristically agile embroidery of a phrase from ** King of the Zulus”’ 


‘Scotch Boy 111’ is suppliedin1200-ft.lengths on easily- 
threaded, 7” plastic spools, and also in 600-ft. and 2400- 
ft. lengths. All these lengths are free from splices. 





MINNESOTA MINING & MANUFACTURING 


variation within each reel is less than + 4 db., and the variation from 
reel to reel is less than $ db. ‘Scotch Boy 111’ is used by the services for 
experiments that involve the precise measurement of mechanical and 
other sounds, and by sound technicians and expert recordists all over 


the world. 


Record on ‘Scotch Boy III’ 
-the tape with the cellulose acetate base 


‘SCOTCH BOY 


Regd. Trade Mark 


MAGNETIC RECORDING TAPE 


ANOTHER E> PRODUCT 
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one label does at least say ‘“‘ Armenian folk 
song anddance”’ in English, but on the other 
disc there is only Russian titling. 

The recording in both cases is immediate 
and bright. Lemeshev, I see, sings on six 
or seven of the discs and the Komitas 
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Quartet, which visited us some months ago, 
has made a record of two national songs of 
Central Asia. I have always found Russian 
folk music very appealing and hope it may 
be possible later on to review a repre- 
sentative selection of these discs. 





NIGHTS AT THE ROUND TABLE 


By W. A. CHISLETT 


It is a long time since I had in one month so 
many records with a pronounced national 
flavour. From Vienna comes an Oberetta 
Recital by Hilde Gueden, and it could not 
possibly have come from anywhere else (Decca 
LXT5033). Here is a selection of some of the 
best of what we in England are pleased to call 
“light ’? music beautifully sung without any 
trace of condescension. The orchestra and 
chorus are those of the Vienna State Opera 
and the conductor is Max Schénherr. The 
songs and arias are not separately banded but 
are welded into a continuous fantasia. The 
composers represented include Ascher, Leo 
Fall, Kalman, Kreisler, Lehar, Johann Strauss, 
Cscar Straus and Ziehrer. The recording is 
of vintage quality. 


Also from Vienna comes a group of waltzes 
and polkas by Johann Strauss played by 
Rawicz and Landauer but about this I[ 
cannot be so enthusiastic (Decca I.K4094). 
The playing is supremely delicate and, as 
always, they play as one man but as so often 
they pull the rhythm about in a distracting 
manner. This is less pronounced in the waltzes 
than in the polkas and is worst of all in Annen- 
Polka where a self-conscious and ill-timed pause 
or hesitation is repeated so often that it becomes 
mechanical and one finds oneself waiting for it. 


Those who have not yet sampled the delights 
of the Spanish zarzuela—of which Decca has 
given us so many under the London Inter- 
national label during the last year or so—are 
urged to try La alegria de la huerta, a ten-inch 
selection from which (Wg10939) is very attractive 
and in which there is no dialogue to distract 
those who are not familiar with the language. 
Some of the music is in rhythms that we have 
come to associate with Spain (this time from 
the South Eastern province of Murcia) but 
much of it is not pronouncedly Spanish in 
flavour. The composer, Frederico Chueca, was 
born in 1846, died in 1908 and wrote a large 
number of one-act operettas. Perhaps he is 
best known for his collaboration with Valverde 
in the tremendously popular La gran via which 
is one of the few works in this form ever to be 
produced in England (in 1906 under the title 
* Castles in Spain’’) and in respect of which 
Mr. J. B. Trend has said, not very kindly, that 
Chueca invented the tunes and Valverde 
provided the knowledge of composition. Th- 
performance by a cast, chorus and orchestra 
from Madrid under Ataulfo Argenta is full 
of life. A further disc in this category, on the 
Angel label and available only for export, has 
been delayed by the Rail Strike and I will 
comment upon it next month. 


“ Life’? is a word one must also use in 
connection with another record from Spain— 
F/amenco Songs and Dances sung by Carbonillero 
de Jerez with a guitar accompaniment by 
Paquito Espinosa (Felsted SDL86018). This 
is issued in the ‘* Authentic Dance Rhythms ” 
series. Castanets and other percussion instru- 
m ats are also to be heard in some of the eight 
scags on this disc. The flamenco is a modern 


derivative from the ancient and traditional cante 
hondo (or, in its aspirated form, jondo). The olde: 
form was always beloved of gypsies and late in the 
nineteenth century it was adopted and imitated 
by many who affected gypsy manners and cus- 
toms. Possibly the popularity of Carmen was not 
without some influence. In these songs the tune 
is usually restricted to a very narrow range but 
monotony is avoided by the introduction of 
decorative flourishes. More often than not the 
song is introduced by an elaborate vocalise. 
usually on the syllables Ay or Leli, and later 
excitement is worked up by interjection of 
Olé, olé which may be taken up by the audience. 
Moreover unfamiliar intervals are not un- 
common which tends to create an oriental 
atmosphere. 


I am not going to suggest that flamencos are 
everybody’s cup of tea, especially at first 
hearing, but they have a queer fascination 
which grows with repeated hearings, and as I 
suggested earlier they are brim-full of life. 


Gypsy music of the more familiar Hungarian 
kind is provided by Kocze Antal and his 
Orchestra in Famous Gypsy Melodies, Volume 1, 
on Decca LW5171. Here are many tunes with 
which we are all familiar either in original or 
more stylised form and some that are not so well 
known. The playing is authentic but the 
leader’s tone, as so often, is rather harsh and I 
found this record most enjoyable when I was 
able to hear it in my garden on Whit-Monday 
while appropriately but unaccustomedly bask- 
ing in a hot sun. 

The Foreign Legion is international in its 
composition but Musique de la Legion Etrangére ; 
ses marches et ses chants could only have come 


- find he has not lost his touch ; 
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from France (London International Wg91071) 
The band incorporates bugles and fifes as well 
as the normal instruments and in this selection 
these are heard separately and in combination. 
A favourite device seems to be an_ initial 
announcement on bugles followed by a state- 
ment by the full band. The choruses, where 
they occur, are sung lustily and the words are 
quite surprisingly printable and in good French 
free from slang or patois ; and it seems that the 
words have not been specially edited for the 
occasion as might be supposed. The record 
sleeve tells us that ‘‘ Ordinary marches in the 
style of Sousa would be regarded as effeminate 
by the men of the Legion”. I confess that I 
find the marches here no more virile or mascu- 
line though they are simpler, more naive and 
rely largely on strongly emphasised rhythm. A 
very interesting disc. 

England’s contribution to this kaleidescope 
is the overtures to Pirates of Penzance and 
Tolanthe played by the New Symphony 
Orchestra under the D’Oyly Carte Company’s 
conductor Isidore Godfrey. This I take to be 
extracted from the tapes of the recordings of 
the complete operas. To have them in medium- 
playing form will please many (Decca LW5172). 

It could not be long before some of the music 
from the film ‘“‘ The Dam Busters ’’ were made 
available and here are two recordings—both 
78s—of the March by Eric Coates. It is good to 
though, perhaps, 
not comparable with the famous “ Knights- 
bridge ’’ it is a good, lively and tuneful march. 
If you want an orchestral version then the 
record by Sidney Torch and his Orchestra 
is the one for you (Parlo. R4024). Those who 
prefer it played by a military band should get 
H.M.V. B10877 on which it is played by the 
Central Band of the Royal Air Force under 
Wing Commander A. E. Sims, O.B.E. The 
latter is backed by the late K. J. Alford’s 
ingenious arrangement of Lillibulero and the 
former by Sweet Seventeen, a pleasant waltz, also 
by Eric Coates. 

Jack Armstrong and the Northumbrian 
Barnstormers give us another admirable 
record of Northumbrian music and it is perfectly 
played for dancing. Morpeth Rant and The 
Roundabout Houlighan are the titles. I regret that 
I am not familiar with either of these dances 
and at the time of writing have been unable 
to find out anything about them; but the 
music is very attractive and obviously comes 
rom near the Scottish border (Parlo. F3503). 





MISCELLANEOUS 
AND DANCE by “HARLEQUIN” 


r.p.m. numbers are given where applicable for 
E. i. I. Group titles, whilst an asterisk indicates 
availability at 45 r.p.m. on the Decca Group labels. 
45 7.p.m. numbers for the latter Group are the same as 
the 78 r.p.m. numbers with the addition of the prefix 


From just under 200 records heard this 
month it is no mean achievement for an artist 
to be outstanding, at any rate to this reviewer. 
A cynic might suggest that in the mass produc- 
tion of pop discs it requires little artistry to 
command attention. None the less I cannot 
remember any piano records so refreshing as 
those made by George Feyer, which inaugurate 
the Vox label in this column. Ever since 
Liszt received the kiss of Beethoven at the age 
of eleven Hungary has produced a succession 
of virtuoso pianists, and Mr. Feyer studied 


in Budapest with Ernst Dohnanyi, who is not 


the least of them, as Londoners were reminded 
at a Beecham Drury Lane concert soon after 
the war. There are two ten inch LP’s. Echoes of 
Paris consists of a medley of twenty French 
cabaret tunes, opening irrelevantly with a 
snatch from a Chopin scherzo, but then Mr. 
Feyer thinks nothing of interpolating a few of 
Wotan’s flames in his other medley—Echoes of 
Broalway. Every number is given indiv idual 
treatment, which invariably seems right. This 
is not jazz and it is not salon. Maybe it is a 
cross between Waller and Lee Sims with a dash 
of Costa. But there are ideas in plenty, and 
above all there is style, the hallmark of any 
artist. A brilliant début for the artist and for 
the company. Bravo! (Vox VX500 and 650). 

Another interesting pianist is Ralph Sharon, 
who like Mr. Feyer, is content to play on an 
ordinary piano. Unlike Mr. Feyer, his LP is 
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banded and contains a collection of separate 
numbers under the generic title J got rhythm 
(Bruns. LA8719). We have known Mr. Sharon 
for some time, but a new name is Marion 
McPartland playing “ at the Hickory House ”” 
on Capitol EAP574. She has an original way 
with her, but her music is dull. I’ve told every 
little star includes a long violin solo. Semprini 
comes up on an EP with last month’s Parakeet, 
and imaginative performances of Gome back to 
Sorrento and Santa Lucia (H.M.V. 7EG8107), 
and adds World of Love and his own Yodel 
Mazurka on B10873. Herbert Seiter is 
surprisingly dull on a Nixa LP. (WLPY6718) 
in Volume 2 of “ In the Continental Manner ’”’, 
containing stretches of Lehar and Johann 
-Strauss’ Morning Papers, but Viennese waltzes 
with rhythm accompaniment are wrong and 
cannot be made right. Still this is a gentle 
record to accompany household tasks. On the 
other hand Murray Arnold jangles with a 
vengeance on Parlophone EP GEP8526. Some 
of the doctoring may be in the recording— 
listen to the accompanying free-for-all in 
Chicago, a vital tune which surely deserves more 
respect. arlie Kunz’s latest medley is on 
Decca F10528*. 

It is a long time since we had a record of 
Whistling Rufus, which Mr. Francis Toye once 
described as the original Boston two-step. I 
cannot agree that the organ is its proper 


medium, let alone a plurality of organs, for the - 


label of Decca F10532* says “ Chris ton 
and his Hammond Organs’’. Nor do I believe 
that Irving Berlin meant his waltzes to be 
played quite so sleepily as is done by the veteran 
Jesse Crawford, assisted by a harp on a 
twelve inch Brunswick LP (LAT8064). But 
then, of course, this is not the Tower Ballroom 
at Blackpool, where Reginald Dixon trots 
out a half dozen tunes on Col. FB3744. An 
instrumental record of unusual flavour is 
H.M.V. B10883 by The Three Suns, who 
revive Dancing with tears in my eyes. The Red 
Norvo Trio—and I assume this is Red Norvo, 
for the label has Nervo—has a ten inch LP 
medley called “‘ Dancing on the Ceiling ”’ and 
including that tune on Bruns. LA8718. Mouth 
organ addicts are catered for by John Sebastian 
(London HL8131*) and by Morton Fraser 
and his Harmonica Gang on H.M.V. JO441 
(an international number available only on 
special order in the U.K.). Now you can get 
Stranger in Paradise on the mouth organ 
(Sebastian). Is this the end of it, or is a paper 
and comb yet to come ? 

Tito Burns and Johnny Meyer send a 
winner in a couple of accordion duets with 
some anonymous but brilliant vibraphone play- 
ing which lets in some air on Philips PB459. 


From the theatre is an LP of music from 
“The Boy Friend”, originating from the 
original 78’s (H.M.V. B10656, 10673-4 and 
10694). This has the current London cast 
with piano accompaniment. The whole thing 
is deliciously arch, and the sleeve tells the story 
of how the show was conceived and of its 
curious theatrical history. The hit tune—Zt’s 
never too late to fall in love—is rightly introduced 
with dialogue and is beautifully done by Maria 
Charles and John Rutland (H.M.V. DLP 
1078). Incidentally, a revival of “ The Girl 
Friend ” might be considered. It was the only 
post first war musical comedy that achieved 
the distinction of having a selection of its 
music conducted by a “serious” musician, 
and how Constant Lambert would have hated 
that adjective! Remember “ Finian’s Rain- 
bow’? Probably not, for it was the only 
post last war American musical to flop in 
London. Ella Logan, who starred in the New 
York production in 1947, revives her songs on 
Capitol LC6700. This is American-Irish 
and includes a naughty Old Testament 
burlesque called The Begat (yes, yes, of course, 
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“begin the begat’’). ‘‘ Brigadoon ”’ has been 
filmed and there is an M.G.M. EP of some of 
the numbers, but this sounds terribly devita- 
lised and lacking in charm. I’ll go home with 
Bonnie Jean was a bonny song (M.G.M 
EP 522 or on 78’s 828/9). During the song 
mentioned there is an extraordinary outbreak 
of coughing. Another long-runner now filmed 
is “As Long As They’re Happy”. Jack 
Buchanan was retained for the film and 
appears on H.M.V. DLPC1. This number, 
inaugurates a new international series, and 
again is only available on special order from 
your dealer. Arising out of this there is an EP 
of Jean Carson (H.M.V. 7EG8106) with her 
film songs A crazy little mixed up heart and I 
don’t know whether to laugh or cry over you, which 
we had on 78 last month (H.M.V. B10861). 
As the coupling includes Unchained Melody, 
this EP should sell. 





THE MONTH’S CHOICE 
George Feyer: Vox (LP) VX500 
Ralph Sharon: Bruns. (LP) LA8719 
The Boy Friend: H.M.V. (LP) DLP1078 
Jimmie L : Philips YB9505 
Wally Stott: Philips PB468 





After American-Irish and American-Scottish, 
it is odd to find the new Philips Scottish series 
getting off to a flying start with an Irish 
Military Two Step! Just to rub it in this is 
hacked by a Pride of Frin Waltz. We proceed 
through Bonnie Kate of Aberdeen (introducing 
Mrs. Gordon of Troup), Bonnie Anne and McDonald 
of Sleat to a Scottish Waltz, which includes 
the English Ca’ the Yowes (we cannot really 
have the Scots back in Northumberland !) 
and a Prairie Waltz, including When it’s 
Springtime in the Rockies! The Linton Ploughman, 
including Muckin’ o’ Geordies Byre, which sounds 
Northumbrian to me, and Bluebell Polka are 
coupled together. All these are played by 
Bobby McLeod and his Band on Philips 
YBg500/3. Others who like Scottish dance 
music may prefer a Dance Party thrown by 
Jimmy Shand on Decca (LP) LF1204. The 
sleeve carries instructions for dancing, which 
are continued on a separate sheet. Mir. Shand 
has been a prodigious propagandist and 
certainly deserves his LP crown. The son of a 
Fifeshire miner, he has fought his way clearly, 
firmly and courageously to the pinnacle of his 
chosen field and can now be regarded as the 
doyen of Scottish Country Dance Music. He 
himself plays the accordion, and his present 
instrument has 40 treble and 105 bass notes and is 
reported to be unique. Reverting to the Philips 
series, this is continued with Kirk Stevens 
singing The Bonnie Banks 0’ Loch Lomon’ and 
Rothesay Bay (YBg9504). The labelling of the 
latter is worth noting: ‘‘ words by the author 
of John Halifax, Gentleman, music by Scott- 
Gatty ’”’. I have no idea why the authorship 
should be attributed so mysteriously to the 
writer of a classic piece of fiction, and I presume 
that the music is by the well known composer, 
and not by two men as indicated by the length 
of the hyphen. Mr. Stevens sings nicely, as 
does Kenneth McKellar in another Loch 
Lomond (given its final “d”’ this time) on 
Decca F10537*, coupled with Scotland the Brave. 
The last record in the Philips series (YB9505) 
presents Jimmie Logan in a couple of Will 
Fyffe’s songs— You can come and see the baby and 
Sailing up the Clyde. To hear Will Fyffe sing the 
latter was an unforgettable experience, but 
though Mr. Logan is no Fyffe he has made a 
delightful record, which should appeal to the 
rest of the Kingdom. Its inclusion in this series 
should not prevent a wider sale, and in any 
case it is high time these songs were avaiiable 


again. 
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Frank Perkins provides a splendid orchestral 
novelty on Bruns. (LP) LA8708. This record, 
called ‘‘ Premiére’’, contains eight of his own 
pieces, light as a feather and neatly orchestrated. 
Good pit stuff, for which one could spend half 
an hour arranging the dance routines. Delight- 
ful in itself, this record also provides welcome 
relief from the current fad for making every- 
thing from Alban Berg to Nat Ayer into mambo. 
However, we have just about worked this seam 
to the bottom. Another nice change comes 


- from Wally Stott in a polka by Joyce Cochrane 


called Mr. Pastry’s Polka on Philips PB468. I 
do not know if this has any connection with 
Richard Hearne, but this is a delicate perform- 
ance with some delicious wood-wind playing, 
reminiscent of those delightful polka records 
which Rae Jenkins turned out with his Buskers. 
Those whose ears have been blasted by the 
raucous sounds emitted by most of this column 
might do worse than support Mr. Stott’s:small 
but exquisite voice. The Dizzy Duckling on the 
back is just another animal novelty, providing 
the expected night-out for the bassoon. Frank 
Chacksfield is no less prolific this month than 
last. He sends two twelve inch LP’s. One, of 
Noel Coward’s sentimental numbers, has a 
lovely twenty-ish cover design. This (Decca 
LK4ogo) and Evening in Rome (LK4095) are 
competently done and should prove popular 
records. Both give perfectly straightforward 
selections of expected tunes. A rather garish 
Rudolf Friml Suite comes from Mantovani on 
Decca (LP) LK4096. Again, the expected 
tunes, and evidence that Mr. Romberg has not 
a monopoly of Ruritanian romance. A 
“‘ Friml filum ’’ cannot be far off. A Mantovani 
EP is Decca DFE6179, with pleasant perform- 
ances of Bewitched, Moonlight Serenade, I live for 
You and When the lilac blooms again. 


Other selections you might care to take a 
look at are Victor Young and his Singing 
Strings in “‘ Night Music”? on Bruns. (LP) 
LAT8062, notable for some whistling and 
Jackie Gleason in a treacly twelve inch called 
“* Music to Remember Her” on Capitol (LP) 
LCT6013. This is a selection of tunes bearing 
girls’ names played on trumpet and strings. 
Also on CL14289* Jackie Gleason revives Rain 
(always associated with Teddy Brown) and 
Pll never be the same. You must accept the label’s 
assurance that these tunes are as stated. 
Stanley Black has a restrained and musical 
EP of Rumba Rhapsody, Cactus Polka, Cascade of 
Stars and Alma Lalanera on Decca DFE6212, 
and Robert Farnon on DFE6202 is a bit 
pretentious but chooses well in Two little girls 
in blue, Sweet and Lovely, Would you like to take a 
walk (remember Marion Harris?) and It’s 
always you. Woolf Phillips, formerly of the 
Skyrockets and more recently at the Pigalle, 
has made a good light orchestral record— 
“ tasteful’’ is perhaps the word—on Decca 
F10522*. Blue Waters and Romberg’s Silver 
Moon are the tunes. A good début in this field. 
Many people will welcome an EP from David 
Rose. In addition to his own One Love, he 
plays The Continental, Lullaby of Broadway and 
Dvorak’s Humoresque, which opens pizzicato! 
(H.M.V. 7EG8110). As for Vic Lewis’s 
latest fun and games, I give you the titles and 
only you. can judge—Strawberry Fair and The 
Ash Grove. Surprisingly it is the latter which 
provides the lesser shock (Philips PB466). 


There is a small crop of Hawaiian records. A 
novelty is to have these songs in German, 
though this record, like some others this month 
is available only to special order. (Hilo 
Hawaiians H.M.V. (78) EG8111). On LP is 
Johnny Pineapple in “ Moonlight Magic” 
(Bruns. LA8712). This is definitely cinematic. 
Ray Kinney is a well remembered name. His 
record, an EP with vocals, is H.M.V. 7EG8103. 
Believe it or not a body called The Maori 
Quartet also go to Hawaii for their songs. 
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At 
ASTRA HOUSE 


where every worthwhile L.P. record of good 
music is kept in stock, there is also a staff of 
capable assistants all of them eager concert and 
opera fans, who can and do give really know- 
ledgeable advice on what particular recording or 
performance is best worthy of your attention. 


EXCHANGE 


At the same time we can relieve you of any 
unwanted L.Ps or 78 r.p.m.s you no longer 
wish to keep, in part-payment for the records 
you do want. Records handed in for allowance 
must be in perfect condition—damaged or worn 
records can only be treated as scrap. 


RECORD STORAGE 
We are now able to offer record storage boxes 
for L.P.s large enough to take all makes of L.P. 
rcords in their jackets. These boxes are made 
up in attractive book form in three colours, red, 
green and black, and will hold approximately 
twelve records each. 
Price. 12-in. size: 12s. 6d. 
10-in. size: 8s. 6d. 


SLIGHTLY USED RECORDS 

For the L.P. enthusiast with a limited purse 
our second-hand L.P. record department offers 
wonderful opportunities. 3,000 perfect records 
in stock, which may be selected by number or 
title and if desired, tried over in our audition 
rooms. 

Similarly our second-hand 78 department 
offers wonderful bargains to the enthusiast who 
cannot afford L.P. or still prefers 78s. 5,000 
12-in. records, Symphonies, Concertos, Operas, 
Chamber Music at from 2s. 6d. to 5s. Od. per 
record to browse through. 


For the collector of Golden Age records 
there are, in what has become known as 
* Dead Man’s Corner’, some 2,000 Vocal records 
by famous artists of the past, at attractive prices. 


THE GRAMOPHONE EXCHANGE 


Midway between the Palace 
and Saville Theatre 


Astra House 


121-123 Shaftesbury Avenue, London WC2 
Temple Bar 3007 
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British Release 
Réd Label Series |0' 





GEORGE FEYER 


at the piano 
with rhythm accompaniment 


OUTSTANDING SUCCESSES 


ECHOES OF PARIS I record VX 500 


ECHOES OF BROADWAY | record VX 650 


Price, incl. Container and P.T. 


27/34 per record 


High Fidelity > 33 rpm - Microgroove Records 


VOX PRODUCTIONS (G.B.) LTD., 231 OXFORD ST., W.1 
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al MODERN ELECTRICS LTD. ion: 
aon 164 CHARING CROSS ROAD inion Gene ae 
LONDON, W.C.2 
LONDON’S LEADING TAPE RECORDER SPECIALISTS 
APPOINTED BY GRAM UNITS 
FERROGRAPH/, CONNOISSEUR / pick-ups 
VORTEXION DIAMOND \ GARRARD LEAK 
LEAD ON BIB AND DECCA 
JOINTING \ SIMON /aGra JOINING STYLI 
wt \ ETC. BLOCKS ETC. CONNOISSEUR 
TAPE AND EMPTY SPOOLS = 
LARGE STOcKS—ALL Makes | QUAD LEAK TRIX | | 
DECCA ROGERS ELPICO 






















The latest GOLDRING 
VARIABLE RELUCTANCE CARTRIDGE No. 500 
is the complete answer . . . 
See TECHNICAL REPORT, ‘‘ THE GRAMOPHONE,” JAN., 1955 


The No. 500 High-fidelity pickup cartridge is earning a great reputation all over . | 
the world as a faultless link between records and amplifiers of the present day. | 


DIAMOND STYLI NOW AVAILABLE. 
* GOLDRING HIGH QUALITY TRANSCRIPTION ARMS 


The new Goldring High-quality transcription arm which features a cantilever counterbalance adjustable to give 
a range of stylus pressures, and is designed primarily as a worthy housing for the high-quality No. 500 cartridge. 
It is precision engineered, and, with the No. 500 cartridge, is virtually resonance-free. Two versions are 
available, one for home installations, and the other for professional use. Transcriptions up to |7” diameter 
may be reproduced by the latter version. r 


TYPE TR/I For Connoisseur HOME APPLICATION. TYPE TR/2 For PROFESSIONAL APPLICATION 
WRITE FOR DESCRIPTIVE LEAFLETS AND TECHNICAL INFORMATION TO : 


THE GOLDRING MANUFACTURING CO: (Great BriTAIN) LTD. 
49-51A DE BEAUVOIR ROAD, LONDON, N.! Telephone : CLissold 3434 
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It is by no means accidental that the Ferrograph has 
achieved so high a reputation in every country to which 
exportation is possible, and at a price no greater than that of 
an ordinary home recorder. 


One of the main contributory factors is that practically all 
component parts used in the Ferrograph are made in our 
own works at South Shields, having been expressly designed 
for the function they are to perform. 


Thus, by purposeful design, adequate control during 
manufacture, and strict inspection, standards have been estab- 
lished to which all Wearite/Ferrograph components conform. 

After assembly from such parts each Ferrograph is subjected 
to a multiplicity of tests, culminating in a pen-recorder trace 
of its response and wow. 

Only thus has the Ferrograph set and maintained the 
standard by which all other recorders are judged. 


MODEL 2A/N MODEL 2A/NH 
33 and 74 i.p.s. 74 and 15 i.p.s. 
76 gns. 86 gns. 


131 SLOANE STREET - 








LONDON - SWI 
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BRIEF SPECIFICATION 


Twin Track (to 
International standards) 


Playing British and American 
pre-recorded tapes 


Playing Time with 
1,750 ft. Reel 
45 minutes per track at 
7fi.p.s. (otherspeeds prorata) 


Quick Rewind 
in less than 60 seconds 


Signal Level Meter 
giving positive reading 


Frequency Response 
+3 db 50/10,000 c.p.s. at 
7$ i.p.s. 
““Wow’’ and Flutter 
Less than 0.2%, at 7} i.p.s. 


Signal to Noise Ratio 
Better than 50 db, 200/12,000 
c.p.s. Unweighted, including 

hum, 45 db. 
Longterm Speed Stability 
Less than .5% variation 
Output Power 
24 watts into 15 ohms 


Dealerships in several of the 
principal towns are still open 
and applications are invited. 


WRIGHT & WEAIRE LTD 


- Telephone: SLOane 2214/5 and I510 
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The amplifier, speaker and case, with detachable 
lid, measures 8} in. by 22} in. by 15} in. and 


weighs 30 Ib. 
PRICE, complete with WEARITE TAPE 
OPE eS venpovcccpusieeceeshes sessuvssbenseecses £8400 


POWER SUPPLY UNIT to work from 12-volt 
Battery with an output of 230 v., 120 watts, 
50 cycles within 1%. Suppressed for use with 
Tape Recorder. 


We supply and recommend the Jason F.M. Feeder Unit. 





TAPE RECORDER 


* The total hum and noise at 74 inches per 
second 50-12,000 c.p.s. unweighted is better 
than 50 dbs. 

* The meter fitted for reading signal level 
will also read bias voltage to enable a level 
response to be obtained under all circum- 
stances. A control is provided for bias 
adjustment to compensate low mains or 
ageing valves. 

x A lower bias lifts the treble response 
and increases distortion. A high bias 
attenuates the treble and reduces distortion. 
The normal setting is inscribed for each 
instrument. 

* The distortion of the recording amplifier 
under recording conditions is too low to be 
accurately measured and is negligible. 

x A heavy mu-metal shielded microphone 
transformer is built in for 15-30 ohms 
balanced and screened line, and requires 
only 7 micro-volts approximately to fully 
load. This is equivalent to 20 ft. from a 
ribbon microphone and the cable may be 
extended 440 yds. without appreciable loss. 

* The 0.5 megohm input is fully loaded by 
18 millivolts and is suitable for crystal P.U.’s, microphone or 
radio inputs. 

x A power plug is provided for a radio feeder unit, etc. 
Variable bass and treble controls are fitted for control of the 
playback signal. 

* The power output is 3.5 watts heavily damped by negative 
feedback and an oval internal speaker is built in for monitor- 
ing purposes. 

* The playback amplifier may be used as a microphone or 
gramophone amplifier separately or whilst recording is being 
made. 

* The unit may be left running on record or playback, even 
with 1,750 ft. reels, with the lid closed. 


Price £15 I7s. Od. inc. P. Tax 


3-WAY MIXER AND PEAK PROGRAMME METER 


FOR RECORDING AND LARGE 
SOUND INSTALLATIONS, ETC. 


One milliwatt output on 600 ohm line (.775V) 
for an input of 30 micro-volts on 7.5-30 ohm 
balanced input. 

Output balanced or unbalanced by internal 
switch. The meter reading is obtained by a 
valve voltmeter with | second time constant, 
which reads programme level, and responds to 
transient peaks. Calibration in 2 db steps, to 
plus 12 db and minus 20 db referred to zero 
level. Special low field internal power pack 
supplies 8 valves including stabilising and 
selenium rectifier, consumption 23 watts. 





Manufactured by 


VORTEXION LIMITED, 257-263 The Broadway, 


Telephones : LiBerty 2814 and 6242-3 


Wimbledon, London, S.W.19 


Telegrams : ‘“ Vortexion, Wimble, London ” 
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Hawaiian Drinking Song and Moon of Manakoora 
are on Philips BB2006. A calypso record is 
London CAY110* (special label). Here Dan 
Williams with a vocal by Lord Fly gives 
Donkey City, and The Shaw Park Calypso 
Band play Take her to Jamaica, a good title. 
‘* Quaint ”’ shall we say ? 


Novelty Corner. ‘“‘ Music for Screaming ”’ 
might be anything, and is very nearly every- 
thing. Jerry Colonna just about gets by 
with burlesque versions of such numbers as 
Sweet Adeline (“what do you know, I’ve run 
out of rhymes. Shall we dance ?’’), Can’t you 
hear me calling, Garoline (but put on the old Red 
Nicholls afterwards!) and Hey Barmaid, which 
two words constitute the entire lyric. (Bruns. 
LP LA8711). Zohn and Marsha (less the “‘ and ’’) 
constitutes the entire vocal for Stan Freberg 
on Capitol EAP496. Presumably Mr. Freberg 
takes both parts in this monosyllabic dialogue. 
This artist might be described as the Anna 
Russell of the pop world. He sings I’ve got you 
under my skin like Johnnie Ray, and ends The 
world is waiting for the sunrise with an orgy of 
scat singing and banjos. He is a vocal Spike 
Jones and might even give some ideas to 
Moondog. Most of this record is overdone, 
but you ought to hear it. In time Mr. Freberg 
could succeed to the mantle of Gracie Fields 
in debunking sentimental numbers. Talking 
of banjos, The Big Ben Banjo Band have 
collected their recent successes on to an EP 
(Col. SEG7593). Their performance of Hey 

r. Banjo, which can be had separately on 
DB3620 is, of course, a natural and by far the 
best version, because they have the star 
instrumentalists to play the illustrations to the 
song. This is a jolly record, and includes 
Diana Decker singing I’m in favour of friendship, 
which is obviously going to be the opening 
number with many concert parties this summer. 
Another record by Will Glahe’s Sunshine 
Sextet on Decca F10531*—Willie’s Happy 
Medley—revives J lift up my finger and Sunny 
Side Up, jangle pianos and all. A party disc. 


Some famous pre-war band leaders appear 
this month. Ambrose has moved over to 
M.G.M. and has made six sides, but these 
again are on an export label and only available 
to special order. The playing is as polished as 
ever, the arrangements well thought out, even 
though the sound is nothing like it used to be— 
but then what is ? The world is a little bit 
louder in 1955 than in 1935. Most important, 
there are no vocals. Titles are: Get happy and 
Whistling Willie (M.G.M. 3068), Could it be 
and Chee Chee-oo Chee (3059), My guy’s come back 
and Chelsea (3053). The latter is the quietest. 
It is ascribed to Waller, and comes from a 
suite of London pieces. It joins Spike Hughes’ 
Six Bells Stampede in the gallery of the King’s 
Road, where this column is written. Then 
there is Tommy Dorsey as leader on Bruns. 
(EP) QEgora, still obviously competitive in 
the modern manner, but not afraid to play 
that lovely legato trombone of his and reviving 
his Opus Two among other things, and as 
composer of You can’t cheat a cheater on H.M.V. 
(EP) 7EG8109. This number is played by 
Napoleon’s Emperors, but the rest of this 
EP is devoted to Joe Venuti and Ed Lang. 
These must be old recordings, as Lang died in 
1933. Venuti and Lang were long associated ; 
they wrote Doin’ Things and Wild Cat, which 
taey play on one side of this disc, and the 
cther number on the record is Getting Hot, 
played by Venuti “and his Orchestra.’ 
4‘. parcel of what we used to call hot jazz and 
cneap at the price. What about some re-issues 
© the Blue Four? Guy Lombardo has 
r-ver lost his position and contributes a 
t.-slve-inch LP of polished dance music (“A 
’ ght at the Roosevelt ’’: Bruns. LAT8063) 

{ Blue Mirage and Hey Mr. Banjo on 05413*. 
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The same goes for Russ Morgan, whose LP 
“Everybody Dance” (Bruns. LA8707) is 
always pleasant and should have something 
for everybody. He used to record delightful 
cakewalks and in most records he provides a 
good accompaniment for tap dancing. A new 

lenn Miller EP is H.M.V. 7EG8097, four 
numbers for collectors. Joe Loss’s two 
records for dancing include a revival of Miss 
Annabelle Lee and The Crazy Otto Rag (H.M.V. 
BD6200), and Sid Phillips plays a fast J never 
knew very well indeed on BD6198. George 
Shearing brings his Quintet on to M.G.M. 
825 for Ellington’s Caravan (mostly mouth 
organ) and Nothing new under the sun (mostly 
vocal). Surely the point of any record bearing 
Mr. Shearing’s name is that it should feature 
his piano playing. His appearance here is like 
that of a too reticent continuo player so often 
castigated on our other pages. 


A delightful change is a selection of old 
favourites played by Jocke Johansson’s 
Kvintett, and charmingly announced in the 
vernacular. Not having a sleeve to the LP, 
T cannot tell you which of the Scandinavian 
languages is used or where this little band 
comes from. This is quiet rhythm, and you 
must imagine the tap in Bye Bye Blues, long 
overdue for revival (London International 
WBg1100). Another very polished LP comes 
from Harry Glen and his Dance Music on 
Felsted SDL86024. Excellent clarinet, piano 
and saxophone, soft lights and sweet music, 
Saturday night in the best hotels, lounge 
lizards and all that! A good dance record, 
and we get few enough these days. The 
Commanders have two records: Camptown 
Boogie and The cat from Coos Bay set up a bit of 
a racket on Bruns. 05433*, but ‘‘ Meet the 
Commanders with Eddy Gray ” on OE9037 
(EP) is well recorded with some excellent 
brass playing. This has four numbers; the 
titles are meaningless, but the playing means 
quite a bit. More do-wack-a-do from Pee 
Wee Hunt on two EP’s (Cap. EAP492 and 
507). The former revives Varsity Drag, which 
was a hit tune in “ News,”’ with which 
the Carlton Theatre opened its doors in the 
Haymarket. It never saw another show, and 
despite recurring rumours, has shown films 
ever since. The second of these. records 
includes Lassus Trombone, Chicago and Meet me 
tonight at Milton’s. ‘Two EP’s of old-timers. 
The Dave Pell Octet (London REP1018) 
gives small band performances of hits by 
Rodgers and Hart, including Blue Room, and 
The Globe Trotters (Parlo. GEP8528) give 
old style performances of At sundown, My gal 
Sal, Darktown Strutters and Satan takes a holiday. 
Les Brown and his Band of Renown trans- 
form Ramona on Vogue Q2034*, coupled with 
Hot Point, in which one cannot be expected to 
recognise anybody, and Billy May sends two 
interesting EP’s on Cap. EAP562 and 578. 
Mr. May is spending a great deal of time in 
the studios, and apart from his own records 
often appears as accompanist. He is often 
interesting and not afraid to experiment. He 
is usually over-recorded, but that applies to 
most bands today. On this first record he 
gives us one of “the immortal works of 
Ketélbey,”’ to coin a phrase. In a Persian 
Market takes up most of the side, and is truly 
astonishing. On the second record, his Frenesi 
is indeed frenetic, and we have Ain’t she sweet 
as a mambo, but Westernized in the manner 


of pre-war Hill Billies in evening dress. Since: 


mambo is artificial anyway, no offence need be 
taken at this. Then we have Mr. May pre- 
senting Yma Sumac, who has been out of 
the lists for a long time. Miss Sumac may 
well pall after a quarter of an hour or so, but 
she can still astonish. She is a virtuoso and 
she is unique, and that is all that need be said. 
I do not suggest for a moment that all these 
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noises are authentically Inca, Peruvian, or 
even Parsons Green, but there is nobody else 
who can make them. On these records (Cap. 
EAP564, 1 and 2), Billy May fronts The Rico 
Mambo Orchestra. He himself has composed 
half the numbers, and the remainder are by 
the singe:’s husband, Moises Vivanco. Miss 
Sumac is, of course, something more than a 
maker of sounds. She often sings, and in the 
last of these numbers called Jungle she achieves 
a miraculous vocal climb, which must surely 
be the envy of any donna, however prima. 

There are also a number of old-timers 
among the vocals. Whatever our views about 
crooning, we remember the faultless phrasing 
of Al Bowlly in so many dance records, 
notably with Elizalde, Noble and Ambrose. 
Bowlly was killed during the war and an EP 
revives memories of his singing, particularly of 
Noble’s The very thought. of you (Decca 
DFE6245). Hutch has an LP. The voice is 
older, and These foolish things is not really his 
song. But Decca LF1207 gathers together the 
familiar and the not so familiar. Tony 
Martin and Roger Coleman both have 
LP’s (Bruns. LA8713 and 8706). Mr. Martin 
is, of course, efficient and includes Begin the 
Beguine and Intermezzo (not usually thought of 
as vocal), but a musician of his standing 
should have rebelled against singing Tonight 
we love, based on a theme from Tchaikowsky’s 
Piano Concerto No. 1. Mr. Coleman’s record 
provides a utility collection of familiar ballads, 
Trees, Smiling Through and the like. Maurice 
Chevalier sounds bored for once in his 
Rendezvous a Paris No. 2 (London International 
(LP) Wo1079), and Liné Renaud is a 
feminine counterpart on Capitol CL14230*, 
for those who react automatically to the French 
accent. Her Pam-Pou-Dé certainly has esprit. 
Peggy Lee, who occasionally turns in a good 
sophisticated song, is no more than ordinary in 
her LP (Bruns. LA8717), and on 05435* (How 
bitter my sweet and I belong to you). Peggy 
Lloyd is appropriately uninhibited in “ Dixie- 
land Honky Tonk,’’ a medley on London (EP) 
REP1017, including Nobody’s Sweetheart and a 
version of Fronkie and Johnnie, so superbly done 
in that curious revue “ Light Fantastic,’ which 
has been seen around the suburban theatres 
recently. Louis Armstrong starts two new 
series, one with the Mills Brothers (Bruns. 
(EP) OEg035), including an attractive song 
called My walking stick, and the other with 
Gordon Jenkins, his chorus and orchestra, 
taken from his recent LP (Blueberry Hill, etc.). 
Not altogether unlike Satchmo is Hot Lips 
Page, who croaks out The Cadillac Song and 
Ain’t nothing wrong with that, baby on Parlo. 
R4030/45-MSP6171. Kay Thompson’s EP 
(M.G.M. EP521) is notable for a How deep is 
the ocean reminiscent of Pat Kirkwood’s Swing 
in “ Wonderful Town,” and a song of her own 
called Violins, which begins promisingly and 
seems to go bad on you as it progresses. A pity. 

Children’s choirs are notoriously appealing, 
especially if they come from abroad. Here 
then is the Obernkirchen Children’s Choir 
in The Happy Wanderer, and Sleep little Prince, 
which takes up the whole of one EP side of 
Parlo. GEP8529. This latter is the song 
formerly attributed to Mozart and, indeed, 
bearing a Kéchel number (K.350) and often 
programmed as Wiegenlied. It is now attri- 
buted to one Bernhard Flies. The label is 
correct, but also adds the name “ Fries,” thus 
starting a new hare! “I like a quiet girl” 
sings somebody in “ Wonderful Town,” and 
if anybody wants a nice quiet record, here it is, 
and let nobody say we are not “ miscellaneous ”” 
this month with a mention of the Kochel 
catalogue! Burl Ives collects some juvenilia 
on Col. (EP) SEG7596 with a wonderful 
guitar accompaniment to Mr. Froggie went 
a-courtin’. On Philips PB453 Frankie Laine 
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has the benefit of a billed accompaniment : 
Al Learner (piano), Charlie Shavers (trum- 
pet), Hy White (guitar), Frank Carroll 
(bass) and Joe Marshall (drums). Songs are 
I can’t give ycu anything but love, baby and Keepin’ 
out of mischief now. Johnnie Ray is now crying 
over the Song of Solomon! Thine eyes are as 
the eyes of a dove is on Philips PB449, but 
I hasten to assure readers that there is no 
indicatica that the anatomical catalogue is to 
be continued in series. 

Here’s another piece of curious labelling. 
I remember Mama is a song based on Gabnriel- 
Marie’s famous old salon piece La Cinquantaine. 
At least, so we are informed on Anne Shelton’s 
H.M.V. B10878, but when we reach Alma 
Warren’s Parlo. R4035 we read “title by 
arrangement with John van Druten’”’ and one 
wonders what so distinguished a playwright is 
doing in this pilferage. On the otber hand, 
Ronnie Hilton deserves a mark for taking 
down from the shelf a song called Always (no, 
not that one) written by Kenneth Leslie-Smith 
and Jimmy Dyrenforth for a radio show called 
“Puritan Lullaby,’’ heard before the war and 
never revived. It was recorded at the time by 
no less a singer than Ina Souez, a Glyndebourne 
veteran, who once recorded Casta Diva. So far 
as I know it has never been heard of since, and 
I commend Mr. Hilton for bothering to 
notice it, let alone sing it, which he does very 
well (H.M.V. B10875). Max Bygraves is 
thrown away on The Pendulum Song and I’m 
singing a song for the old folks (H.M.V. B10876). 
The Kentucky Boys would do well first after 
the interval in a couple of ditties on H.M.V. 
B10882/45-7M312. Vince Carson makes a 
good start in a version of Sweet Sue, called 
horribly Sweetie, Sweet, Sweet Sue (that is what 
you will have to ask for !) on B10885/45-7M313, 
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Fay Brown gets a good mark for singing “ so 
speed your love’’ in Unchained Melody on Col. 
DB3623/45-SCM5185. She is the only person 
to do so, and if you are still wanting this song, 
her version is certainly as good as any and 
better than most; Billie Anthony is first 
with a natural for the rag merchants—Boom, 
Boom, Boomerang is on DB3627/45-SCM5184, 
and Mitchell Torok is an Elton Hayes type 
singer in A peasant’s guitar and The world keeps 
turning around—it does indeed, and so does this 
old turntable—on Bruns. 05423*. These are 
his own songs. 

Coming up to the buffers, Margaret 
Whiting is fast in both senses in All I want is 
all there is and then some, and if you are wanting 
Stowaway its on the back of Cap. CL14307*, 
Bing Crosby springs a surprise by opening 
Nobody in a voice that sounds like anything 
but his on Bruns. 05430* (a live performance 
with applause), Wesley and Marilyn Tuttle 
introduce an agreeable novelty song in country 
style with a nice bright piano—Say you do (The 
Add a Word Song) on Cap. CL14291*, 
Lorrae Desmond has a raggy end-of-termy 
song with a wah-wah trumpet called Heart- 
broken on Decca F10533*, and Ernie Ford has 
a pleasant homely voice in Loving you and There 
is beauty in everything on Cap. CL14273*. 

Since writing the above, and as we go out 
through the barrier, I have replayed Ralph 
Sharon’s LP, first heard with jaded ears after 
hours of listening. It is very good indeed. 
A shattering technique, Waller style, more 
exciting but less varied and therefore less 
repeatable than George Feyer’s. In any 
other month he would probably have carried 
off the palm, and if he takes that as a hint to 
do some more sides I shall be more than 
pleased. 





CONTINENTAL RECORDS 


By LILIAN DUFF 


This month’s batch may not set the world on 
fire, but some of the new things are pleasing and 
there are old favourites to stir nostalgic 
memories. In this second class is a long-playing 
record (Columbia 33CS2) of eight Josephine 
Baker successes, including La Petite Tonkinoise, 
Sur Deux Notes, F’ai Deux Amours, and several 
songs written by Henri Lemarchand, of which 
Dons Mon Village is the one I like best. Older 
fans (and I hope new ones) will be charmed by 
her gentleness, her frank but not treacly 
sentiment, and even her endearing little wobble 
on the high notes. 

The French singer who has risen fastest 
during the last year or two is Gilbert Becaud. 
Still only 25, he wasn’t born when the American 
coloured girl rocketed to fame. Though his 
style is derivative—Chevalier, Trenet and 
Montand seem to have been his models—he 
has the dash and vivacity of youth and batters 
down resistance by the sheer exuberance of his 
attack. Younger Parisians adore him. The 
two songs on the disc just issued (H.M.V. 
JOF103) are T’as Raison, Mon Ami and Laissez 
Faire, Laissez Dire. Both are full of youth’s 
conventional rebellion, shouting the joys of 
freedom and the open road. On the whole, 
though, if you haven’t heard Becaud before, I 
would recommend starting with an earlier 
success, .VMé-qué, Mé-qué (H.M.V. JOF8q9). 

There is also a new record (Parlo. DPP16) 
by Georges Guétary, who is still playing in 
the hit show, “‘ La Route Fleurie”’. On one 
side is L’ Amour et l’ Amitié, debating the question 
(academic, one might have thought, for a 
Frenchman) whether love is stronger than 


friendship. On the other is a Latin-American 
tune with new French words, Magicien. 

Lovers of accordion bands will probably 
appreciate another Prud’homme (Parlo. MP 
139), Bouquet d’Amour, and Petit Bal de Bahia. 
Both sides have a Latin-American rhythm and 
are lively and tuneful enough to dance to. 


The craze for anything Latin-American, by 
the way, sometimes leads to unfortunate results. 
I never feel very happy about German efforts 
in this genre, though logically, I suppose, they 
are no more off-key than experiments in English. 
One of the most irritating is Die Starlets’ 
rendering of the Spanish schottische, Madrid 
(Columbia DCW38). In place of the charming 
formality and elegance of the Spanish original 
we get a so-called tango, regimented and 
mechanical. 


The others ? “‘ En Kvall Pa Berns” (H.M.V. 
SDLProor) presents an evening’s entertainment 
at a restaurant famous in Stockholm since the 
Nineties, when it was a favourite resort of the 
Russian and Austrian aristocracy. Berns 
suffered an eclipse when drinks were banned 
during the concert, but came back after the 
First World War. The artistes featured now 
are Carl-Brik Thambert (baritone), Lars 
Rosen (tenor) and Hans Busch (conductor). 
The songs range from Poe ht opera (“Cavalleria 
Rusticana’’) to “ hits dating from La 
Paloma to Swedish Rhapsody. The titles, incident- 
ally, are apt to be deceptive, as when Jsabella 
(no mention of Daisy) ends with the not 
unfamiliar English words, “‘ on a bicycle made 
for two”’. The programme, if unoriginal, is 
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gay ar.d vigorous enough to please most visitors 
to Stockholm. 

From Italy comes a selection presented at the 
San Remo festival this year. First prize went 
to Buongiorno Tristezza, which struck me as slow, 
mournful and unoriginal. The best version 
seems to be Luciano Tajoli’s (Parlo. PO214). 
I much preferred the second prizewinner, J/ 
Torrente, with its smooth melody and old- 
fashioned sound effects of chirruping birds and 
rippling water. You can take your choice of 
versions by Luciano Tajoli (Parlo. PO213), 
Narciso Parigi (Parlo. DPP18) and Giorgio 
Consolini (Parlo. DPQ77)—all tenors in the 
slightly nasal Italian tradition, but quite 
pleasing. 





CORRESPONDENCE 


The Editor does not necessarily agree with any views 
expressed in letters printed. Address: The Editor, 
THe GRAMOPHONE, The Glade, Green Lane, 
Stanmore, Middlesex. 


The Phantom Melody 


As there seems to be some interest as to 
whether there was a play or not entitled “ The 
Phantom Melody,’ I can inform enquirers 
that there was a Dramatic Sketch of this title 
written for Van Biene by Harold Simpson, 
for performance on the variety stage, for which 
Van Biene required a new ’cello solo, and the 
late Mr. Allen, manager of Ascherberg’s, 
offered a prize and publication for the best 
solo received in open competition. The 
judges were Van Biene, Mr. Renaud and 
W. H. Squire, and I was the lucky winner, 
and the piece was published by Ascherberg’s 
in 1912. The sketch was performed (with my 
’cello solo) by Van Biene at various places in 
the provinces, and Eric Marco (V.-B’s mus. 
dir.) wrote me that Van Biene was delighted 
with it and that it was a great success, and he 
was specially pleased with my orchestration of 
the accompaniment. Later on the author of 
the sketch wrote a lyric to the song version 
(which I arranged at Ascherberg’s request) 
entitled J loved you more than I knew. Years 
later I was told that Van Biene had died 
suddenly at Brighton (?) after making his 
final exit in his play ‘“‘ The Broken Melody.” 
I should think this would be about 1925, or 
thereabouts. I am sorry I cannot remember 
the exact date. 

Cowes, I-of-W. 


The Broken Melody 


In reply to the letter from Mr. J. F. C. 
Newitt of Wolverhampton in the June issue of 
the GRAMOPHONE, I trust the following infor- 
mation will help clear up several of the queries 
regarding the late Van Biene. 

Apart from the records mentioned by Mr. 
Newitt, Van Biene also made a ten-inch single- 
sided disc for Gramophone & Typewriter in 
1903, a twelve-inch double-sided Zonophone in 
1909 (Broken .Welody/Kol nidrei), and finally a 
twelve-inch single-sided Gramophone Monarch 
No. 07853, also in 1909, which was described 
as a Cello Scena, spoken and played by Auguste 
Van Biene, this, of course, being a condensed 
version of the famous music-hall sketch that 
he played all over the world for so many years. 

He died on the stage at the Brighton Hippo- 
drome rather tragically on January 23rd, 
1913. He went right through his sketch 
without faltering, as usual, and as he reached 
the final scene he fell back in his chair and the 
bow slid from his fingers. This had been the 
end of the sketch for many years, but in this 


. 
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